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Foreword 


The dramatic tradition of Orissa dates back to the 
se¢eond century B.C. when Mahameghabahana Aira 
Kharavela, the embodiment of musical and dramatic 
virtues, built a two-storeyed stage—Ranigumpha in Udaygiri 
hills of Bhubaneswar based on the exact specifications of 
Bharatmuni's Natyasastra for performance of Natakas. The 
folk dramas—lila, nata and Suanga are traditional forms 
evolved and developed from time immemorial, which 
speak of the rich dramatic heritage of Orissa. These lyrical 
and musical dramas were the only medium of entertain- 
ment for the common people of Orissa before the advent 
of modern dramatic literature. Even today some traditional 
forms, such as Ram lila, Krushna lila, Radhapremalila, 
Bharat lila, Danda Nata, Prahlad Natak, Moghul Tamsa are 
prevalent in Orissa which claim to be very effective 
means of entertainment for both village people and 
city-dwellers. 


‘Babaji’ Natak by Jagamohan Lala claims to be the 
first modern Oriya drama published in 1877 based on a 
social theme. In the history of evolution of Oriya drama, 
the name of Ramshankar Roy is quite memorable, His 
drama ‘Kanchi Kaveri’ is a milestone in Orissa dramatic 
literature. He also nurished our literature with his 
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mythological, religious and social plays. King Padmanava 
Narayan Deva of Paralakhemundi played a significant role 
in the dramatic revolution of South Orissa by writing 
plays and staging them in his ‘Padmanav Rangalaya.’ Bira 
Bikram Deva of Kharial wrote a number of dramas and 
staged them in his ‘Bikram Theatre.’ Thus he played a 
vital role in bringing about a dramatic movement in 
western Orissa, Aswini Kumar Ghosh, Bhikari Charan 
Pattnaik and Godavaris Mishra are great dramatic genius 
of the pre-independent era who have greatly enriched 
our dramatic literature, Jagannath Pani, Paishnab Pani and 
Balakrushna Mohanty have filled our literature with Giti- 
natyas and Gitavinayas mainly based on mythological 
themes and presented in open-air, central stage with 
spectators all around, 


Kalicharan Pattanaik was a versatile genius—a play- 
wright, an actor, a director, a musician, music director, 
theatre manager, stage manager. His allround dramatic 
personality made him to write successful plays from both 
performing and professional points of view, He introduced 
a new style in the field of social plays depicting con- 
temporary situations and problems. His contribution to 
the development of stage in Orissa is unforgettab]e, He 
organised in 1939 a modern dramatic group named Orissa 
Theatres at cuitack for successful staging of plays. 


The combinations of Rama Chandra Mishra, Kartik 
Chandra Ghosh, Laxmidhar Nayak, Kamallochan Mohanty, 
Bhanja Kishore Pattnaik, Gopal Chotray, Byomakesh Tripathy 
and others are great and spectacular in the development 
of Oriya dramatic literature. 


The advent of Neo-dramatic movement in Orissa 
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stirred the dramatists, directors, actors, and amateur and 
professional theatre groups. 


The dramatic literature took a new shape embracing 
novelty and modernism and sufficiently enriched in 
quality and quantity. Manoranjan Das infused a new 
awareness and modern sensibility in modern Oriya drama. 
The style, form, technique of drama were marked with € 
change and new experimentations were started in the 
dramatic field. Significant and original contributions in thit 
direction have been made by Bijoy Mishra in the develop: 
ment of avant-garde drama. Biswajeet Das, Ramest 
Panigrahi, Kartik Chandra Rath, Dr. Prasanna Kuma! 
Mishra, Jagannath Prasad Das, Dr. Ratnakar Chaini 
Ratiranjan Mishra, Dr. Niladri Bhusan Harichandan anc 
many other playwrights have developed our neomoderr 
dramatic literature with new experimentations anc 
innovations. 


Now-a-days mass media like radio and T.V. play ar 
important role in broadcasting and telecasting of drama: 
for mass entertainment, Thus radio and T. V., plays have 
greatly developed according to the demand of the time 
Many plays eof Dr. Basanta Kumar Mohapatra have beer 
filmed and greatly entertained the cinema-goers. Thu: 
Oriya dramas undergo changes from time to time accord:. 
ing to the tastes of the audience. 


Dramas are to be staged before the spectators for 
their entertainment, Hence too much absurdity in dramas 
have been rejecied by the people. A successful modern 
drama of today is enriched with perfect blending ot 
traditional and modern elements in suitable proportions. 
Oriya drama is definitely progressive with <new experi- 
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ments and innovations. The search for newness and 
novelty is the driving force in the realm of wcerld drama 
and Oriya dramatic literature is also moving towards 
that direction. Oriya dramas receiving awards and 
recognition in All India Drama Competitions bear testi- 
mony to the supreme quality of our dramatic literature 
which can stand the tests of time. Still we have to go 
many miles to reach the goal of tulfilment. 


This monograph written by the dramatist Dr. Niladri 
Bhusan Harichandan deals with the evolution and develop- 
ment of our dramagic literature in a nutshell with clarity 
and precision. I express my sincerest thanks to Dr. 
Harichandan for having written such a beautiful mono- 
graph mostly for the non-Oriya readers, which, I hope, 
would prove to be informative and useful. 


( Indubhusan Kar) 
Secretary 
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Chapter 1 


The rise of Oriya drama and 
the dramatic norm 


Modern Oriya drama rose and grew out of a fusion of 
three elements : (i) the local and original folk drama 
(ii) the traditional Sanskrit drama (iii) English drama, 
which later made gradual incursion, We can form an 
idea about an ancient dramatic tradition of Orissa from 
the rock inscriptions of Kharavela in the second century 
B.C. at Hathi Gumpha and from the stage at Khandagiri 
constructed in accordance with Bharata‘s prescriptions in 
the Natyasastra. The period from the 9th century to the 
18th century A.D. is the pericd of development of Sans- 
krit drama in Orissa. Many Oriya dramatists like Murari 
Mishra, Krushna Mishra, Biswanath Kaviraj, Jivadevacharya, 
Jayadeva, Kapilendradeva, Purushottamdeva wrote dramas 
in Sanskrit. In ‘Parsurama Vijaya Byayoga', a Sanskrit 
drama by Kapilendra Deva (1435-66) one can hear an 
Oriya song. Ray Ramananda, the minister of Prataparudra 
Deva, it appears, had built a special stage for his drama, 
‘Jagannath Ballava’ in Puri. 
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It is presumable that the stream of folk drama steadily 
flowed through religious rituals like Harijanma, Rushya- 
srunga Baran of Kalahandi district, Thakurani Parva Yatra 
of Koraput district, Dhanu Yatra of Sambalpur district, 
Sahi Yatra and Sital Sasthi Yatra of Puri district, etc. 
Before drama proper started Ramalila, Krushnalila, Bharat- 
lila, Dandanata, Suanga, etc. were acknowledged mediums 
of entertainment for the common people. Alongwith the 
creation of proper religious emotion these things also 
gratified the romantic tastes of the common men. How- 
ever, these observances are virtually without any refe- 
rence to the social life of common men, although these 
were meant for the common men. To entertain the 
audience these dramatic anticipations employed lyrical 
dialogues and exaggerated actions and on occasions, 
introduced absurd, disjointed behaviours, obscene remarks 
and gestures. This stream of folk drama in a refined form 
continues to be in existence even today. 


In the second half of the nineteenth century attempts 
were made to create a modern literature in Oriya. As a 
result, many modern poems, novels, dremas and e€ssays 
were written. In this phase of a new literary awakening, 
Jaganmohan Lala wrote his first play'‘Babaji’’ (1677). He 
accepted drama as an effective medium for rejuvenating 
the people of Orissa. He not only preached reforms but 
practised them in real life by getting his widowed daughter 
remarried. This endeavour of social reforms characterized 
the beginning of the modern age in the whole of Indian 
literature. Jaganmohan Lala did not accept mythological 
theme for his dramas like other contemporary Indian 
dramatists. It is interesting to observe that while the first 
Hindi play ‘‘Ananda Raghunandan’’ and the first Bengali 
play ‘‘Bhadrarjuna'’ employed mytholcgical themes, the 
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first Oriya drama is based on a social theme. This indicates 
the revolutionary vision of Jaganmonhan. Strictly speaking 
Jaganmonhan's rise in the literary horizon took place at a 
transitional stage when the old age was ending and the 
modern age was beginning. At a time when society was 
attuned to accepting a new culture, this attempt of Jagan- 
mohan for social upliftment through drama created a stir 
not only in society but in literature and specially in 
drama. 


Two years prior to the publication of ‘‘Babaji’', in 1875 
Jaganmohan had established a theatre “Radhakanta 
Theatre’' in his own village at Mahanga of Cuttack district. 
All his plays - Babaji, Sati, Priti, Bruddha Bibaha, etc., 
were staged there. The playwright himself played the 
leading role in all these plays. Jaganmohan was the 
dramatist, the director, the hero and above all the patron 
of this theatre. In Orissa, Jaganmohan was not only the 
first man to write a play but also the first man to 
establish a theatre. 


Tne first Oriya modern play, ‘‘Babaji'' shows artistic 
defects. But all these defects are pushed aside by the 
modernity of the vision in the dramatic plot. While the 
contemporary social instinct was in favour of mythological 
forms, Babaji, for the first time, revealed signs of a 
social orientation. While in the folk dramas of these days 
there were numerous influences of the Sanskrit dramatic 
style, in Babaji the Nandi, Prastabana, Nata-Natis and 
Sutradhara of the Sanskrit drama were altogether rejected. 
He also rejected the Shakespearean pattern of five acts 
and employed three acts instead. All this shows how 
bold Jaganmohan was in rejection of the traditional forms 
and in acceptance of the new. The old folk dramas were 
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4 Aspects of Oriya Drama 
replete with songs, but Babaji had only three. 


For dramatic unity Jaganmohan limited the actions 
of Babaji within the time span of a single day. The whole 
of the dramatic action is confined to the advent of a holy 
saint who lays bare various superstitions in the society 
and pleads for their removal. The play is, however, lack- 
ing in conflict, suspense and dramatic movement. Hence 
it could not entertain the audience. But it undoubtedly 
held up the mirror to the existing social customs of those 
days. The cultural conflict in the Oriya society, or for the 
matter of that, that of the Indian society of the 19th century 
is manifested in the intellectual conflict of the traditionalists 
and modernists. While the traditionalists had accepted 
the traditional concepts and blind beliefs, the westernised 
newly-educated young men blindly followed the western 
model, totally disregarding their own cultural roots, As a 
result, when the uneducated village folks were victims of 
superstitions like belief in ghosts and witchcraft, the 
educated city-dwellers, under the spell of a western pre- 
judice indulged in wine and womanizing. All conscious 
middle class citizens had endeavoured to remove these 
twin prejudices from society. As a reformist Jaganmohan 
tried to express such social incongruities as the common 
man’s belief in ghosts and witchcraft, conversion to other 
religions, the addiction to wine and women of the newly 
educated and the lechery of the hypocritical ascetics. 
However, these things could not rise above the state of 
s9cial vignettes because of the dramatist's deficiency 
in constructive skill. There is little attemrct for dramatic 
solution of the problems. The play ends with the 
ad,urations of the protagonist, a holy saint. The beginning, 
development and the end of the drama cannot be 
sharply distinguished from one another. The subject, 
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without any cause-effect relationship, lies still and motion- 
less. As a result this suspenseless drama fails to have 
any effect on the minds of the audience. The lengthy 
exhortations of the saint make the play propagandist. 


Though there is no sharpness in the conflict, yet 
the social evils have been effectively presented. In this 
drama, which is free from Sanskrit influence, the holy 
saint enters the house of a rich man in the beginning. 
How this man under the influence of western culture 
is steeped in needless luxuries, how he had accepted 
wine, woman and cheap songs as the only covetable 
things of life - all these things are presented from the chain of 
events that follow the arrival of the saint. Enraged by the 
debauched life of the educated rich young men, the 
saint went to a monastery. But there he sees the chief 
monk in illicit relationship with the nuns, their secret 
love affairs, hypocrisy in the name of religion and he 
leaves the monastery Again at the end while sitting 
near a mango-grove he tried to drive away belief in 
ghosts from the minds of two prostitutes. Having come 
into conflict with the various flows of the society of his 
times, a desire to build a healthy society by removing 
these evils, fills his mind. So he tried to solve these 
problems through advice. Between the entry and exit of 
the saint the real face of a society has been revealed. 
The play is not character-based, rather it is theme-based. 
Light is needed to dispel darkness. This conflict between 
light and darkness controls a society. While hypocrisy in 
religion spoils society, religion being utilised in its good 
sense establishes a healthy society. The saint and his 
rival forces are respectively representatives of the good 
and the evil forces of contemporary society. 

There is little attempt at developing the characters. 
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All those conflicts and battles of force and the incongrui- 
ties through which a character develops are absent here. 
All characters are static by nature, only different repre- 
sentatives of various classes in the society. We can 
notice some sort of modernity in the dialogues. These 
are free from the Sanskrit-influenced bombast and 
excessive ornamentation. While in some cases brief 
dialogues in keeping with the characters are used, in 
others long propagandist monologues are employed. It 
is true, we can notice imperfections in ‘Babaji’ which is 
the first modern play in Oriya, but still we cannot ignore 
its social commitment. 


The main reason why Jaganmohan, instead of writing 
historical or mythological plays, concentrated on social 
plays was his determination to reveal the seamy side of 
society. It is indisputable that he was a revolutionary in 
this field. His second work ‘Sati’ (1888) is an adventurous 
work, because when the feudal Gadjat kings were going 
beyond all limits of immorality and oppression under the 
protective refuge of the English rule, laying bare of their 
evil practices at that tima3 was dangerous for an educated 
common citizen. Still Jaganmohan moved in this direction 
for the good of the society. The lust of the Gadjat kings for 
women and their unlawful activities constitute the chief 
interest of ‘Sati’. While in no other of the Oriya plays 
written till 1940 women characters were central, in this 
19th century play ‘Sati’, the protagonist, Labanya, the 
Sati, has stood out as an impressive character. The picture 
of a society oppressed and capitulating has been 
revealed through her. 


For the feudal Gadjat Kings, lifting wives of other men 
and inflicting inhuman oppression on their subjects, had 
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become a way of life. They gratified their lust by bringing 
by force the beautiful wives and girls of their subjects to 
their palace through faithful servants. The common men 
could neither protest for fear of the king, nor accept the 
violated girls in society or in their family. The sad story of 
these socially rejected innocent women has never found a 
place in the pages of our literature. We can, however know 
of Jaganmohan's adventurous spirit from his handling of 
this problem before the general public. 


The king has with the help of his shrewd servant 
kidnapped, Labanya, the beautiful wife of a villager. Her 
husband does not accept her even atf‘er her release. 
Another broad-minded man has found her a place in his 
house. As a result, the vicious kidnappers have tried to 
snatch Labanya away by killing the man, who gave her 
shelter In this situation having seen no other escape 
Labanya commits suicide in protest against social injustice. 
Leabanya has hated to submit herself before the king in 
Spite of oppression and allurements. Still society is not 
prepared to recognize the greatness of her character. In 
this critical state of mental conflict Labanya preferred 
leaving society for ever. In Labanya's suicide the forces of 
good won over the forces of evil. Labanya opened the eyes 
of a tired, servile and cowardly society. Her revolt is 
directed not only against the oppressive rule but also 
against the superstitious cruel society which bears this 
oppression silently. Society has failed to save the honour 
of a woman, and yet it is unwilling to accept the helpless 
oppressed woman To teach this society a lesson, to make 
it feel the pricks of conscience, the dramatist has ended 
the play in the self-annihilation of Labanya. Labanya as a 
feminine character develops in the midst of the helplessness 
of the masculine Sadhu and leaves a deep influence in the 
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mind of the audience. The introduction of many subsidary 
incidents, however, seem to obstruct the free movement 
of the main plot. But this is typical of all old dramas. The 
traditional Oriya dramas, folk theatres for examples, had 
all these diverting traits. The plays of Shakespeare had 
immense influence on the educated men of those days. 
Probably Jaganmohan has created the villain of ‘Sati’ in 
imitation of Shakespearean villians. 


Having knitted together a plot full of conflict and 
struggle, portrayed effectively characters with emotional 
dialogues, Jaganmohan reached the peak of success aS a 
dramatist in ‘Sati’. Two other plays titled ‘Priti’ and 
‘Bruddha Bibaha' have been quietly forgotten as they failed 
to match the excellence of ‘Sati’. Most of his plays had been 
enacted at the ‘Radhakanta Rangamanch, established in the 
village Mahanga of Cuttack district. 


Till the rise of Jaganmohan, modern Oriya drama hat 
only been fanciful indulgences. But Jaganmohan had 
startled the educated persons in Orissa by creating new 
plays in Oriya. These plays rejected the traditional style 
of drama and imitated the western style. While Oriya 
drama has not been able to free itself from vague roman- 
ticism till 1920, the treatment of the form and content of 
realistic drama in Jaganmohan's plays is indeed, comm- 
endable. Jaganmohan has not only established a new 
dramatic style for the Oriya dramatists of the future but also 
made them conscious of the task of revealing the real life 
of their society. 


Babaji (Published in 1877) was criticised as lacking 
the qualities of a true play in ‘Utkal Dipika', the established 
news paper of those days. In its opinion ‘The path for 
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Oriya drama had been opened up now; the real dramas 
will come out after this''. This opinion of Utkal Dipika, it 
seems, had encouraged Ramshankar Ray. In spite of many 
hurdles Ramshankar planned and wrote ‘Kanchi Kaveri’ 
in 1880 with a strong determination. 


For its technical excellence ‘Kanchi Kaveri‘ is regard- 
ed by some critics as the first Oriya play. In the opening 
scene Ramshankar himself declared .it as the first play in 
Oriya. But later critics gave recognition to ‘Babaji' as the 
first play to have taken into consideration a social commit- 
ment and a dramatic style. Kanchi Kaveri, of course, has 
earned fame as a full-fledged classic play with all drama- 
tic qualities. 


At the time of Ramshankar's arrival on the literary 
scene, modsrn Oriya literature had been rather poor. 
Apart from a few essays published in Oriya magazines, 
tfere had been no valuable publications. Dramas were 
staged at the cultural centre of Orissa, Cuttack. But they 
were Bengali dramas and not Oriya. Ata time when the 
educated believed that Oriya is not a suitable medium for 
plays, writing on effective play in Oriya had certainly been 
a courageous step. Ramshankar had been conscious of the 
fact that he was going to write the first full-fledged drama 
in conformity with the techniques of drama. So he had 
planned from the beginning from where to borrow the 
theme, how to compose the dialogues and build up the 
structure. 


Living under the British rule, all Indians, by 1880, 
condemned themselves to a sort of mental inertia. They 
were gradually forgetting their own history and culture. 
So the writer of those times considered it a literary duty to 
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stir the minds of the people by telling of the glorious tales 
of the past. Ramshankar, perhaps, was inspired by this 
sense of a mission. Through a literary creation based upon 
the subservient, down cast Oriyas, he came forward to 
create in their minds, love and pride for their motherland, 
Utkal. He has accepted as material for his first play, a 
glorious and heroic incident of the Utkal, of yore - the story 
of Purushottam'’s victory over Kanchi. 


Purushottam's victory over Kanchi has mot only 
appealed to Utkalian pride but also gratified the romantic: 
tastes of the Oriyas. It has also been a stirrer of religious 
sentiments as the greatness of Lord Jagannath, the God of 
the Hindus, is involved in this story. After Purushottam 
achieves victory over the proud king of Kanchi, with the 
help of Oriya soldiers, there is a conflict in his mind about 
whether he should marry the princess of Kanchi. On the 
one hand there is his love and affection for the princess, on 
the other the motive of revenge for the insults the Kanchi 
king heaped on him; in the midst of this mental conflict he 
behaves as a common man in society Ramshankar has 
chosen this plot for this drama as it appealed to religious 
sentiments, chauvinistic spirit and social instincts. As a 
result he was able to offer the audience the scope to satisfy 
the tastes of the mythological, the historical and the social 
plays all from one drama. The plot is conceived upon the 
greatness of divine power, Purushottam’s heroism and 
mental conflict born of love. The nineteenth century was 
largely an era of mythological plays. The Jatras based upon 
mythological stories were greatly admired in those days. 
So for popular entertainment a mythological touch was 
inescapable. However, in the conception of this plot proper 
instruction is more important than entertainment of the 
audience, The dramatist has given indication of this 
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through the Sutradhar in the prologue of the play. 


Similarly a spirit of harmony dwells upon the dramatist 
at the time of the conception of the plot. He has conceived 
a new dramatic form by blending the Sanskrit dramatic 
model, the folk theatre forms and the Shakespearean style. 
The prastabana, Nandi, Sutradhar, Natanati, Vidusak, 
Bharatabakya, etc. of the Sanskrit plays, the abundance of 
music, long speeches fos recitation, plurality of incidents, 
Suang type humour and presentation of a Niyati type 
character, etc. of the Oriya folk theatre and congregation of 
many characters, supernatural incidents, free verse in 
dialogues, conception of five acts, and mental conflict, etc. 
as in Shakespearean plays—these are the main technical 
specialities of the play. Strong dramatic conflict and poetic 
dialogues have helped keep the stage value along with its 
literary value. 


Ramshankar has come forward to write this play after 
having collected the material from Madalapanji, Purushottam 
Das's epic ‘Kanchi Kaveri’ (16th century) and Rangalal 
Bandopadhyay's Bengali verse-tale Kanchi Kaveri (1878). 
The base text had been Rangalal's Kanchi Kaveri as 
Ramshankar had been immensely influenced by the 
portrayal of mental conflict in it. As a result, apart from the 
supernatural incidents in some places, the play is otherwise 
full of realistic pictures of human life. 


Purushottam has attacked Kanchi to take revenge on its 
king for having insulted him by refusing to give his 
daughter in marriage to him. After being defeated in the 
first war Purushottam takes refuge under his worshipped 
God Jagannath. As a result, the two brothers Jagannath and 
Balabhadra have fought in disguise in the battle ground 
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and made Purushottam victorious. Purushottam has brought 
the princess of Kanchi, Padmabati to Orissa after his 
victory, but has decided to give her in merriage to a low- 
caste sweeper as a mark of revenge. But the clever 
minister's trick ultimately forces the king to accept 
Padmabati. The play thus ends in a happy union. The play 
is more a revealer of Jagannath's greatness than that of 
Purushottam's valour. The lord Jagannath has really been 
the invisible protagonist of the play. The role of Jagannath 
has been vital at every step. Appearing in dream he has 
commanded the king to march against Kanchi, has given 
the king assurance after his first defeat and has ultimately 
appeared in the battle field and made him conquer. All the 
incidents circle round Lord Jagannath. Purushottam has 
only been the medium. He has not been able to show the 
pride of his own strength, even he does not have any 
significant role in revealing the real strength of the 
Oriyas. The only remarkable feature of the role has been 
the deep conflict that rises out of love for Padmabati and 
the desire of revenge on her father, the king of Kanchi. 


The external conflict rises out of the clash of the egoes 
of both the kings. It has been mobile till the final move- 
ments of the play. But Purushottam’s internal conflict is 
clear towards the end. Although these two main male 
characters have gained importance, no special aspect of 
Padmabati‘s personality has yet been established in spite 
of her being the centre of conflict. She has only been a 
puppet in the hands of her father and Purushottam. But 
the dramatist has tried to build up suspense on and 
around her. 


Kanchi Kaveri is more poetic than dramatic. This is 
the reason behind its immortality. In the conception of 
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plot, portrayal of character and creation of conflict and 
suspense and above all in the composition of dialogues it 
has been accepted as the model for all plays - mytho- 
logical, historical and social till 1920. For the creation of 
the proper form for a fullfledged drama and for the use 
of dialogues in blank verse in historical and mythological 
plays. Ramshankar has taken the proper role of the trend 
setter in Oriya drama. 


In spite of the success of ‘Kanchi Kaveri’ Ramshankar 
has not written any other historical play. In accordance 
with the tendency of his age he has written three mytho- 
logical plays like; ‘Ram Banbas' (1891), ‘Kansa Baddha'’ 
(1896) and 'Ramabhisheka’ (1917) and one religious drama 
‘Chaitanya Lila’ (1906). While rousing a religious conscious- 
ness his pen had also been responsible for social uplift- 
ment In the social plays and farces like Kalikala (1883), 
_Rudhabara (1892), Bisha Modaka (1900), Yugadharma(1902), 
Kanchanmala (1904), Lilabati (1912), the endeavour for 
social reformation is obvious. In this context it is worth 
rememberina that most of his plays were first enacted in 
the theatre at Kothapada. 


Ramshankar’s second play ‘Panabala’ (1882) is a 
romantic one. But it is not an oriqinal writing of his It has 
been conceived in imitation of Shakespear's ‘The tempest’ 
in the surroundings of Orissa. So Ramshankar’s achieve- 
ment has only been partially reflected in its success. 
‘Kalikala’ (1883), his third play has been totallv different 
from these two both in form and content. Ramshankar has 
here tried to establish the existing social condition of 
those days. The dramatists of the early time have never 
been reluctant to criticise bitterly the decadence they 
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noticed in their society. Their sole purpose had been to 
remove all superstitions and to bring about a change in 
society by making the people conscious of these evils. 
Jaganmohan Lala and Ramshankar Ray had been the har- 
bingers of this social awareness among the dramatists. 
‘Kalikala’ presents the ill effects of indulgence in wine and 
prostitutes which entered the educated masses through 
contact with the western civilization. Ramshankar himself 
tells in this play— “This drama has been written to show 
how sinful men can be. Let them see’' (Kalikala—Rama- 
shankar Granthabali, P—187). The playwright has marked 
it out as a farce. But it is not a farce. Although it served 
satire, ridicule and humour or pure laughter in places, it 
largely created pathos Prominence of pathos and a tragic 
end may have, in many ways, marked it out as a play with 
tragic traits. The chief premise of this play was how the 
family ties are weakened in Kalikala or the modern age. 
Like other plays, this one also contains many characters. 
Use of soliloquys and asides are slight and music has beerr 
profusely used. Music and Jong poetic dialogues bring to 
mind the influences of Jatra-Nataka. Though it is propa- 
gandist, still many parts of it are quite thrilling and artistic. 
Ramshankar has been in many respects free from conven- 
tions in the conception of its plot and structure. 


Ramshankar's fourth play ‘Ram Banbas' (1291) is a 
mythological one. An analysis of his first four plays reveals 
him as a seeker after novelty as well as variety. The 
speciality of this play, which has been based on the story 
of Ramayan, is that it is a serious play conceived in the 
lines of a tragedy in English. Normally Ramachandra is the 
hero of all plays based on Ramayana, but here Dasrath 
has been the protagonist. His fatal flaw has been an 
irresistible addiction to women. His lustful blind weakness 
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for the second queen, the beautiful Kaikeyi has been the 
cause of his ultimate downfall. Kaikeyi's mental change and 
cruel conduct on the instigation of the villainous Manthara 
has prevented Ram from ascending the throne and made 
him a wanderer in the jungles. This sad condition of his 
dearest son and the deep dissatisfaction of his subjects has 
brought Dasrath to the brink of death. The tempest in the 
mind of the powerful emperor Dasrath and death at length 
in utter helplessness create a deep sense of tragedy. The 
long dialogues may not be suitable for stage but are rich 
in literary value. The roles of Ramchandra, Laxman, Sita, 
Kaushalya and Bharat are minor, yet each is vested with 
some individuality. The dramatist has sincerely tried to 
portray Dasrath as a tragic hero. ‘Ram Banbas’ is the 
first mythological Oriya play having all qualities of a 
tragedy. 


‘Budhabar’ is a farce of three acts. The marriage of 
~y6ung girls to rich oldmen has been a social injustice. To 
create awareness for this problem this satirical play has 
been conceived. The dramatist has humourously portrayed 
the sad scene of a greedy poor father sacrificing his young 
daughter to a rich oldman. It describes the tragic conse- 
quences of a lewd old man's excessive desire for marriage. 
The old man may possess the body of a young girl through 
money but not her mind. This satirical work, criticising 
the established custom of marriage of old men, is a popular 
work of Ramshankar. 


‘Kansabadha' has been written on a story, much used in 
Oriya yatras. There is little peculiarity in its subject but 
much individuality in its expression. The introduction of a 
prologue and a Sutradhar in imitation of Sanskrit dramas, 
composition of dialogues in imitation of the ‘Lila Natyas’ 
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and the exhibition of death on the stage in imitation of the 
western dramatic tradition—all these show thes harmonising 
vision of Ramshankar. 


The play ‘Bishamodak'’ is symbolic in nature. It portrays 
the pictures of a decadent Zamidar family. The Zamidars 
need a lot of money for their pride, for their pomp and 
ceremony. As a result they become indebted, Ultimately 
the whole estate is sold when they are unable to clear up 
the debt. This debt is like the poisonous narcotic which 
initially provides joy but ultimately brings about a tragic 
end. The entry of invisible women and their introduction 
of the developing stages of the plot through songs reminds 
one of the chorus in Greek plays. 


Brahmadharma rose as a protest against the superstitions 
and hypocrisy in Hinduism. Those who had been exploited 
by Hindusim or were disenchanted by its extreme conser- 
vativeness, have shelter under Brahma dharma. Innumerabie 
Hindus of this type have accepted Brahma dharma instead 
of accepting christianity. This picture has been presented 
through a touching story in the play, Yuga Dharma. A 
hypocritical Vaishnava priest has decided to bring a 
farmer's daughter time and again to his monastery for 
satisfying his lecherous desires. He has even been pre- 
pared to emoloy force. But his evil intention has repeatedly 
been nullified by an honest Vaishnava and a Brahmin. The 
former has accepted Brahma dharma before his daughter 
has been declared ‘a fallen woman’ without any fault. This 
play intends to bring about religious reformation in the 
context of a religious revolution. It also presents the sad 
picture of the subjects being stretched beyond tolerance by 
the excessive taxation of the Zamidars. In every act the 
invisible girls enter like the chorus. Like all his other 
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plays this play also has many characters. In spite of the 
original plot, the soliloquys and excess of music has 
Obstructed giving the play a new form. But a reflection of 
new lines of thought has been clear in this play. The 
Indians have been able to see the light of a new civilization 
as a result of the advent of the English. India has improved 
in the field of education and technology. So the writer has 
offered his praising remarks on the English ungrudgingly. 
As the Indian writers had generally been enemies of the 
English, no one has given an impartial judgement on the 
good effects of the advent of the English. Though Ram- 
shankar has been full of criticism for the westernised 
superstition of the newly educated, yet he has given 
signs of a new angle of vision in this play. 


‘Kanchanmali' is a proof of his revolutionary vision. 
Attempts at creating a consciousness on marriage irres- 
pective of caste and religion in a conservative society 
is certainly ean adventurous step. In the 19th century 
Oriya society innumerable innocent girls suffered life 
Jong widowhood because of the custom of child marriage. 
It is but natural that a writer like Ramshankar who desired 
reformation must be deeply affected by this. Again 
growth of such human qualities as love and affection is 
obstructed because of the caste system and the enmity it 
Creates between man and man. This is a serious obstacle 
for the creation of a healthy human society. While everyone 
has realised the bad results of this ignoble caste system, 
no one has come forward to remove it from society. But 
many years before Ramshankar has shown through his 
play the way to solve this problem. He has also written 
another play ‘Lilabati’ in support of widow-remarriage. 
It intends to create awareness not on widow-remarriage 
alone, but on the education of women and the spread of 
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modern education. Once education starts spreading social 
evils like the caste-system will be removed from the human 
mind. So education of the women is inevitable, This line 
of thought is clear from some dialogues in the play ‘Lilabati’. 
The artistic quality of the plays has been ruined as it has 
been obviously propagandist. The dramatic qualities of the 
play ‘Lilabati’ has been mauled by long oratorical dialogues 
and free verse. The dramatist himself has categorised 
‘Badaloka' and ‘Biswajajna' as Yatras or musical operas. 
The special quality of these plays is revealed, in spite of 
the presence of the modern zeit-geist in the plot, from 
their excessive musicality and the use of blank verse. In 
‘Badaloka’ the ups and downs in lives of two individuals, 
representing two classes in society, has been presented. 
Those who are rich and aristrocratic by family tradition, 
are now becoming decadent because of excessive indul- 
gence in luxury. They are becoming poorer and poorer 
because of their inertia. But those who have accepted the 
exertions and the industriousness of a technical age are 
having rapid technological development, The educated and 
the industrious men are getting established as the great 
men of the society. There has been an attempt to create 
patriotism in the play ‘Biswajajna’, The chief purpose of 
the play has been to proclaim the victory of the united 
power of the weak over the strong. The oppressive class 
hss always bowed down before mass uprise. It has been 
the dream of the Indian intellectuals to uproot the oppre- 
ssive rule and to establish a benevolent rule by the 
oppressed. The clairvoyant dramatist has given sufficient 
sign of Indian achievement of independence and the esta- 
blishment of the Indian democracy. 


‘Chaitanya Lila’ indicates Ramshankar's love for religion 
and his liberal attitude. The basic theme of this play has 
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been Chaitany's deep love for man. The differences among 
castes and fanaticism, superstition are the major blemishes 
of Hinduism. The development of the Hindu society, so to 
say, is not possible unless this blemish is removed. Having 
realised this, Ramshankar conceived this play upon 
Vaishnavism for its casteless—creedless, kind humanism 
and singular devotion to God. The traits of the Lila are 
manifest in this play in its supernatural setting and exce- 
ssive musicality. Ramshankar's last creation is ‘Rama- 
bhisheka' (1917). The influence of traditional Yatras and 
Sanskrit drama are remarkable in this religious mythologi- 
cal play, written in imitation of the Ramayan story. This 
play should bear the marks of a clear line of development 
in Ramshankar’s dramatic career spanning thirtyseven 
years. But in many places of this play it has not been possi- 
ble. But there is obviously decadence of this potentially 
rich dramatic talent. 


Both his first and last play are endowed with a religious 
feeling. From the beginning till the end, in spite of his 
attempts at the composition of mythological and religious 
plays most of his creations have tended towards social refor- 
mation. So it will be wrong to assert that his mythological 
plays are born purely of a religious interest. The basic 
aim of his dramatic writings had been the dissemination of 
the right instructions and creation of love for one's country. 
He has made this commitment clear in the preface to his 
collected works. His intention was to create some commo- 
tion in the minds of an inert and dormant society through 
the presentation of contemporary situations and problems. 
At a time when there was scarcity of Oriya plays, the 
staging of Ramshankar’s plays in various places could 
create in the minds of the general public and the theatre 
lovers a new taste for Oriya drama. 
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If the establishment of social ideals through presenta- 
tion of subjects smacking of good taste had been his only 
intention, he would have written only mythological and 
religious plays. But it is clear that his creative labours 
were directed more towards social plays. English civili- 
zation brought on its trail an influential reformative class. 
Having realised the usefulness of social plays for creation 
of public opinion against fanaticism and social injustice 
and for fostering patriotism, Ramshankar created public 
opinion against child marriage, untouchability and casteism 
and in favaour of spread of education, industrialization 
and remarriage of widows by presenting pictures of conte- 
mporary society through his plays. In the subject matter 
of these plays Ramshankar has not only beckoned for social 
reformation but encouraged formation of an educated, rich 
and healthy society also. As a writer, having insight into 
the future the problems that Ramshankar thought of 
hundred years before have yet remained unsolved. Butit 
has to be admitted that efforts in this field have continued 
unabated. 


Ramshankar was absolutely modern in the choice of his 
themes but he has not been able to give up traditionality 
in the choice of his technique. Most of his plays, even his 
social plays are not free from influences of the Sanskrit 
dramatic styles. In almost all his plays he has accepted the 
Nandis, Sutradhars and prologues of the Sanskrit plays. 
Another speciality of his plays has been conception of 
characters similar to the Niyati and long poetic dialogues 
under the influence of Oriya 'Yatras'. Assemblage of many 
characters, supernatural events, presentation of {tragic 
scenes, and dialogues in free verse—all these indicate the 
Shakespearean influence. Ramshankar's speciality had 
been the construction of a harmonious dramatic style 
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blending these three different dramatic modes. 


Although Ramshankar's plays have been staged many 
times, they do not seem to contain enough dramatic 
qualities. Most of his plays are chiefly literary. Poetic 
dialogues and subtlety in the portrayal of characters have 
endowed these plays with a high literary value. The 
dramatists of the early times were emphasizing the poeti- 
cality of the dramas. As a result the plays were particularly 
neglected as ‘spectacle’. If we judge from this angle, then 
Ramshankar’s plays will appear educative, endowed with 
a modern taste and a high literary value. 


His successors have not been able to advance further 
from him neither in construction of plot nor in employment 
of a technique. Rather play-wrights like Bhikaricharan and 
Bira Bikram Deva have gratefully accepted his influence 
and dramatic model. Though Kamapal Mishra and Padma- 
nava Narayan Deva had not come under his direct influence, 
yet they had aligned themselves with the contemporary 
taste. The two dramatists mentioned later have both been 
writing mythological plays, hence, quite naturally, they 
have not given sufficient attention to social reformation. But 
Kamapal Mishra has not left uncriticised the various failings 
of the social life of Orissa in his mythological plays 'Sita 
Bibaha’ and ‘Harischandra’ and in Basanta Latika—an play 
of fanciful romance with a historical background. As in 
subject matter he saw the soul of the contemporary society 
within mythological one; so in style he had been able to 
harmonise the traditional and the modern. 


The well-known story of Sita-Bibaha (1898) is presented 
in the Sanskrit model. The ‘Sutradhara' is not present in 
the prologue. Indications of the plot have been given 
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through Nata and Nati. This is a five-act play. There are 
four scenes in the first three acts, six in the fourth and three 
in the fifth act. All plays of those days written in imitation 
of the Sanskrit and the English dramatic style were divided 
into five acts. This division into five acts continued till the 
third decade of the nineteenth centuary. The arrangement 
for ‘Sita's marriage, the killing of the giants, and Ram's 
arrival at the Swayambar after removal of Anhalya's curse, 
the breaking of Siva's bow, marriage with Sita, marriage 
of Bharata, Satrughna and Laxman, return back to Ayodhya, 
and parsuram's defeat, all these incidents have been 
given a dramatic form in chronological order. Proper 
attention has been given to dramatic conflict and suspense. 
Though things like the presence of Bidushaka, soliloquy, 
asides, and scenes of Puspachayana, etc., are done in 
imitation of Sanskrit drama, yet some modern methods are 
also employed here. In some places free and blank verse 
dialogues, as seen in Shakespearean plays, are used. In 
the arrangement of scenes the mythological backgroufta: 
is mixed with the customary. The introduction of some 
common incidents of everyday life indeed is testimony of 
the revolutionary endeavour of the playwright. 'Basanta 
Latika’ is a romantic play with a historical background. Its 
plot has been conceived in imitation of the Oriya folk tales. 
The main theme has been the gallantry of the banished 
queen's son and the queen's unprecedented devotion to 
her husband. The two female characters are brilliantly 
drawn in the statement of the complete devotion of Indian 
women to their husbands and their patience and forbearance. 
The blending of the Indian and the western dramatic matter 
has been shown in the pictures of mental conflict along with 
high idealism. The shadows of Shakespeare's the 
Tempest and King Lear have fallen in certain places 
in the play. The free flow of incidents, use of free and 
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blank-verses and statement of the injustice in the judge- 
courts and the hypocrisy of the monks, etc. have made it 
modern, ‘Harischandra’ (1902) has been based upon the 
popular Indian myth about King Harishchandra’s un- 
common charity and love for truth. It is conceived as a 
tragi-comedy. It is well-constructed so far as conception 
of subject matter, dialogue, conflict and suspense are 
taken into consideration. While in some places its 
dialogues rely on the poetic diction of the middle age, 
in some others they are popular and rural. In spite of the 
mythological subject the hankerings of old men after 
marriage, the greediness of the foolish Brahmins for food 
and their false show of learning have been satirically 
introduced for creation of humour. 


In keeping with the tastes of his time Kamapal has 
adopted idealistic legends from mythology for writing 
plays suggesting cultured taste. Secondly with a refor- 
“mative zeal, he has introduced some social problems 
even though they are out of content, So from this his desires 
to instruct and delight are obvious. His endeavours for 
making dramatic presentations realistic in a commingling 
of the Eastern and Western styles is also remarkable. 


Padmanava Narayan Deva, the king of Parala Khemundi, 
had tried to write plays, although he stayed many miles 
away from Cuttack, the cultural centre of modern Orissa. 
He had absolutely no contact with the new dramatic 
techniques. He has written mythological plays like 
Sangita Prahlada, Banadarpa Dalan, Ahalya shapa Mochana, 
Chandrabati Swayambara, Taraka Samhara, Dara Pariksha, 
etc, in imitation of the traditional style of Sanskrit dramas. 


The play Sangita Prahlada (1901) is a mythological 


Digitized by srujanika@gmail.com 


24 Aspects of Oriya Drama 


opera. It is because of the prominence of dialogues in 
songs perhaps, that such categorization is made. The play 
'Prahlad Natak’ by Ramchandra Chhotaray, the king of 
Jalantara had been extremely popular in Ganjam. Padmanava 
perhaps had written his play in imitation of Ramchandra'’s 
‘Prahlad Natak’. The prose dialogues in this play are all 
ornamental like those in the play, ‘Prahlad Natak’; rich in 
Sanskrit words used in Oriya, long compound words and 
difficult rhetoric ornamentations. As more attention is 
given to music. There is a noticeable weakness in portrayal 
of characters and employment of dialogues. Prahlad's 
strange devotion to Bishnu and Bishnu's killing of Hiranya 
Kashyapu in the form of a uinan-lion centaur — this is its 
theme. Loyalty to Sanskrit plays is indicated from the pro- 
logue which contains Nandi, Sutradhara and Nata Nati. 
But in ‘Bana Darpa Dalana’ four acts are conceived 
instead of the traditional five acts. But other techniques of 
Sanskrit drama have remained unchanged It tells the story 
of the marriage of Shrikrushna's grandson Aniruddha with 
Banasura's daughter Usha. There is no novelty in emplov- 
ment of language. ‘Ahalya Shapa Mochan’ tells the story 
of the curse on Abhalya, Goutam's wife and removal of 
the curse. Though the play is written in the eastern 
style, still to some extent it is refined and modern. 
Although the dialogues are recitative and poetic, in places 
the local language has been used. The play presents not 
only an external struggle but internal conflict as well, The 
theme of ‘Dana Pariksha’ is the test of Karna's charitability. 
The playwright's novelty is manifested from the concep- 
tions of acts and scenes and characters. In this play there 
are three acts and nine scenes. Cut of eleven characters 
eight are male and the other three female. The two 


other plays of Padmanava are ‘Chandrabati Swayambara’ 
and ‘Taraka Samhara’. 
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Kinga Padmanava Narayan Deva has played a significant 
role in the dramatic revolution of southern orissa. His 
activities are not confined to writing of plays only, he had 
also established at Parlakhemundi a famous stage 
‘Padmanava Rangalaya’ by name. All his plays along with 
some plays from local playwrights have been enacted here. 
Although Padmanava was conscious of the need for modern 
education, he still has not been able to eschew tradition. 
He has only dramatised a few myths to create respect for 
religion and spirituality in the minds of his spectators. In 
the prologue of ‘Dana Pariksha' he has made clear his 
intentions of writing a modern drama through Sutradhara 
as the existing Yatras and Lilas are not up to cultured taste 
and are considered obscene by the educated class. But in 
reality there is almost no touch of modernity in his plays. 


Bira Bikram Deva has taken birth in one border area of 
Orissa, Khadiala, in a royal family that had great love for 
‘literature. He has been inspired by his great love for 
Oriya drama and the stage to write as many as eleven 
plays and iwo books on dramaturgy and to establish a 
stage named ‘Bikram Theatre’. His role has been signifi- 
cant in the dramatic revolution of Western Orissa. He 
has accepted Ramshankar’s advice and model to some 
extent for writing modern plays in order to improve 
the literature of his mother tongue. The goal of the 
modern dramatists was the upliftment of Oriya society. 
So Bikram Deva has portrayed the degradation of Criya 
society and shown ways for solution in most of his plays. 
To cater to the romantic attachment of the audience to 
mythology and History he has written one mythological 
play ‘Harischandra' and two romantic plays with a 
historical background— ‘Ambika Devi’ and ‘Bhratrusneha'. 
The story of these two plays have been taken from 
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Tod's Annals and Antiquities of Rajsthan. 


Kusuma Sundari and Sailabala are not based on any 
legend from history. But still the field of action has been 
the royal family and the protagonists are a prince and a 
princess. These plays subsist on love — related hopes and 
apprehensions, separations and unions, rises and falls. 
These fanciful plays have been intended for entertainment 
of the common people, ‘'Utkal Durdasha’ has been a 
symbolic play that stirs cnauvinistic spirit. Suhasini 
Prahasan, Balya Bibaha, Bruddha Bibaha, Byabhichara 
Dosha Pradashana, Premalata, etc. are social plays where a 
voice is raised against injustice and social evils. The refor- 
mative intentions of the dramatist are obvious in these plays. 


Although ‘Utkal Durdasha’ (1904) has been written in 
imitation of Bharatendu Harischandra's ‘Bharat Durdasha’, 
is a burning example of Bira Bikram'’s love for Utkal. The 
playwright has been disturbed by the plight ot holy Utkar 
which is full of natural beauty. He has felt that under the 
English rule the fallen Oriyas have been seized with inertia, 
extravagance, luxury, selfishness, antagonism, greed, fear 
and disease to such an extent that they are gradually 
becoming withdrawn. Racial love and thoughts of social 
and collective good do not touch them. In one of the 
dialogues it has been said, ‘'‘If wine, ignorance, cowardice 
and disunion have not entered Oriya society, the fate of 
Orissa would not have undergone such a sudden change''. 
In many places a voice is raised in support of widow- 
remarriage and against child marriage, marriage of oldmen 
and licentiousness. While ‘Bharata Bhagya’ commits suicide 
in ‘Bharat Durdasha’ after his failure to rescue Bharatamata 
from a state of distress, in ‘Utkal Durdasa'’ 'Utkal Bhagya’ 
dispels thoughts of suicide and waits hopefully for the good 
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days and removal of the miseries. This change shows the 
originality of Bira Bikram Deva, Balya Bibaha (1905) is a 
small play of four acts. The playwright has raised two 
social evils like the sad consequences of child marriage 
and the unnecessary expenditure of pompous marriage 
and has advised to bring about changes in these fields, 
He also advocated the wide diffusion of women's educa- 
tion and the marriage according to vedic traditions. In 
the prologue of this play, which has been written in 
imitation of the Sanskrit dramas, the dramatist has opined 
that child marriage should be immediately removed as 
it is destructive of the Aryan race. The path for the 
solution of an important social problem is shown through 
two women characters. One educated woman has been 
able to teach her children, and also to take care of her 
husband and sons. But in another case, a woman who 
had been denied education is married to an old man 
and has faced despair and failure throughout her life. 
‘I'he play has not, however, been insignificant from the 
artistic angle though it had been propagandist by nature. 
In Brudha-Bibaha (1905) the dramatist presents the sad 
picture of the existing grave problems that arise of 
marriage of old men. Greedy fathers offer their young 
daughters in marriage to relatively well-off lecherous old 
men in spite of the girl's unwillingness. As a result, the 
desperate young girl chooses the evil path in mental 
agony. The dramatist feels that this problem has caused 
the downfall of India which had previously been more 
advanced in politics, ethics, economics and valour than 
other countries, The sense of proportion in the beginning, 
development and end of the plot and satirical dialogues 
have given the play its distinctive character. Nandi, 
Sutradhar, Nata Nati, Bharata bakya and soliloquy have 
been introduced here in imitation of the sanskrit dramas. 
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Influences of the Yatra can be seen from dialogues and 
music. 


‘Byabhichara Dosha Pradarshana’ (1904) is a play of 
five acts. In the first part of the 19th century some newly 
educated men in Orissa indulged in wine and prostitutes, 
The play is conceived in opposition to this moral down- 
fall in society. These lecherous so called modernists 
have been the butt of the dramatist's sharp satire. On 
the basis of an iinaginary story under the influence of 
folk tales an attempt has been made to expose the 
lechery of men. Though there is lack of continuity in the 
plot, yet provision for only one song is a sign of the 
dramatist's modern taste. 


Bira Bikram has tried to write many plays in order 
to enrich Oriya dramatic literature when it was on the 
rise. But as ill luck would have it, he died at the uyn- 
ripe age of 37. With the single exception of the mytho- 
logical ‘Harischandra'’ all other plays are either fanciful 
or reformative, But in most of his plays we can notice 
the dominance of imagination. Though the dialogues are 
mostly literary, in certain cases colloquial dialogues have 
been employed. Though the Nandis, Sutradharas, Nata 
Natis, Bharat bakyas and soliloquys of sanskrit dramas 
are accepted in many plays, yet presentation of contem- 
porary problems and his reformative mind are sians 
of his modern vision. The influences of traditional folk 
dramas is seen in the long dialogues and songs. At a 
time when writing dramas of five acts had been accep- 
ted as an ideal, plays like Suhasini Prahasana, Utkal 
Durdasha (six scenes), Kusuma Sundari (eight scenes), 
which are actless and had a small size, were certainly 
revolutionary creations. Bira Bikram has kept his 
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distinction from all other predecessor and successor play- 
wrights by not only creatiog plays, but also writing books 
on theory of Drama. 


Bhikari Charan had been the real bearer and carrier of 
the model and the tradition Ramshankar had created in the 
early stages. He had not only been the junior lawyer of 
Ramshankar, he was also true disciple and efficient heir in 
the field of dramatic writings. In his construction of national 
and reformative plots and in the employment of a modern 
style he has been greatly influenced by Ramshankar. But 
his success can be observed in the presentation of important 
contemporary problems through dialogues appropriate to 
the characters. 


Bhikari Charan was the most successful of all the play- 
wrights that have emerged between the first two decades of 
thg twentieth century. His contribution has been acknow- 
ledged both qualitatively and quantitatively, He has 
published two historical plays ‘Kataka Bijay’ (1901), Raja 
Purushottam {1925); two fanciful plays ‘Nandikeswari' (1913), 
‘Ratna Mali’ (1915) and six social plays ‘Adbhuta Adarsha’ 
(19C9), ‘Sansara Chitra’ (1915). ‘Sushila’ (1917), ‘Jautuka’ (1924) 
etc. Most of these plays were staged at the Usha Theatre in 
Cuttack. Like Ramshankar, Bhikaricharan has at first written 
a play based on Orissa history. But unlike Kanchi Kaveri 
it is a tragedy. Its theme is clear from the full title of the 
play ‘Ingreja Kartuka Kataka Bijaya’. The English, under 
colonel Harcourt occupied Oriasa in 1903 and had not met 
with any opposition upto Cuttack. The Maratha ruler Balaji 
opposed them for the first time at Cuttack. In the ensuing 
battle between their respective armies, Balaji died. Like 
all Hindu wives, his wife committed suicide in order to 
preserve her devotion to her husband. ‘Kataka Bijaya’ is 
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better conceived and better written than any other play 
written by this time. It has a limited size, although it had 
five acts. There are limited scenes in each act. The fluidity 
and startling nature of the story, proper portrayal of charac- 
ters, poignant suspense and freee verse dialogues from 
the mouths of heroic characters, and colloquial dialogues 
from common characters have made it eminently actable. 
As a result it had the opportunity of being performed for 
the maximum time in that period. 


The play praises Oriya art and sculpture. But the 
cowardice and the inertia of the Oriyas have been bitterly 
criticised, while the dramatist is full of praise for the English 
soldiers. He presents Oriya soldiers in a derogatory 
manner. Most of this play is given to praises of the valour 
of the English, their love for justice and religion. Probably 
the writer has drawn attention of the English towards the 
down trodden Oriyas through praises. In 1803 the Oriyas, 
of course, did not raise their arms against the British’ 
because of their eagerness to be free from the tyrant 
Marathas, It does not, however, mean that they were afraid of 
the powerful Englishmen and hence refrained from war. 
Because in the Paika-Revolt of 1817 the Oriyas were 
locked in a terrible battle with the English. For this pro- 
British stance, the play has been a victim of much harsh 


criticism in the modern age, in spite of its artistic 
excellence. 


Though Bhikari Charan followed Ramshankar in choice 
of themes and new dramatic styles, yet he had been greatly 
influenced by two other contemporary writers, Fakira- 
mohan and Radhanath. He had been equally well influenced 
by both Fakiramohan's theme of social reform and satirical 
dialogues and Radhanath's romantic fanciful themes, 
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free and blank verse and dialogues and inspiring a spirit 
of patriotism. While dramatising his poem Nandikeswari, 
instead of creating the story in his own way he 
had faithfully followed Radhanath's conception. In same 
cases he has converted Radhanath’s poetic dialogues 
into dramatic ones after minor changes. Of course 
the plot could be well-arranged, the beginning, 
the middle and the end being harmonized. Because 
of the faithful imitation of Radhanath, it has been 
free from the side incidents that hamper the progress of 
the plot in his other plays. The originality of the play- 
wright is found in the portrayal of the characters of 
Choraganga Deva and Subarna Keshari. The regional 
touch in the dialogues given in the mouths of some 
common characters has been very lively, There was a 
time when this play, based as it was on historical legend, 
had been very popular for successful presentation of 
dramatic conflict and projection of patriotic feelings. 
Another imaginary play of fanciful romance, ‘Ratnamali'’ 
had aimed only at entertaining the audience The influ- 
ences of Shakespeare's, ‘The Tempest’, ‘As you like it’, 
and ‘Merchant of Venice’ are obvious in the conception 
of its plot. 


Although Bhikaricharan has written another historical 
play Raja Purushottam (1925), it is not as well conceived 
as the first mentioned ‘Kataka Bijaya’. The character of 
Kapilendra Deva gets more importance here than that 
of Purushottam. The incidents like Kapilendra's victory 
over Bengal and attack on the south are stirring in 
nature and capable of rousing patriotism. But side inci- 
dents like the deceptions of the monk Jamuna Das are 
added to the main plot which traces Purushottam's 
life from his childhood till the ascension to the throne. 
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The playwright has introduced some supernatural inci- 
dents for establishment of the patronage of Kapilendra 
as being ordained by Lord Jagannath and exhibition of 
Purushottam's self-defence from the attacks of the mighty 
Bala Hambir, the lawful heir to the throne of Orissa. 


Bhikaricharan's competence is greater in the writing 
of social plays. His historical and fanciful plays have not 
achieved any good other than entertainment of specta- 
tors. His actual personality and commitment has been 
clearly evident in his social plays. In his personal life he 
has worked tirelessly for social reform and diffusion of 
cottage industry. Since his basic intension was to create 
awareness on contemporary social problems, superstitions 
poverty and backwardness, his social plays were propa- 
gandist to some extent, but they are not without artistic 
qualities. 


In the play, ‘Sansara Chitra’ the mental aqony of a’ 
father who has a marriageable daughter and who is 
unable to pay the dowry has been presented, In order 
to marry the daughter off somehow or other her father 
has agreed to meet all the demands of dowry of the 
groom's greedy father. But the bride Kuntala is unwilling 
for such a marriage. This is her revolutionary mind— “‘I 
will not marry that educated youngman who is desirous 
of selling himself on the altar of marriage in order 
to get his price. But the suicide of such a revolutionary 
woman after asking the educated modern youngmen not 
to accept any dowry ia an irrational end for this drama. 
It may create some commotion in the mind of the educated 
youngmen, who love dowry; but it is not the way for 
solution. The dramatist has been moved by the pathetic 
plight of fathers of brides being reduced to the state of 
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beggars by either mortgaging or selling their land and 
property. So he was interested in drawing a picture like 
this. He might have seen cases, where marriageable 
daughters committed suicide after seing the misery of 
their fathers. Another problem, the cruel lust for money 
of the money lenders has been connected as a side 
incident. But it impedes the development of the plot. As 
the pathetic picture of the dowry problem of those times 
have been satirically presented in the dialogues of the 
play, it seems to be the most important quality of the play. 
Another play Jautuka (1924) had also been published 
having borne the stamp of the writers ceaseless fight 
against the dowry problem. 


Leprosy confounds the society by creating an un- 
expected storm in a happy conjugal life. The solution to 
this problem and indications for prevention of this disease 
are given in his play ‘Nirupama’. The dramatist has 
advised to hate the disease, not the patient. The play has 
been well arranged from many points of view. The play 
'Karma Kshetra’ asks all kinds of men to realise the 
importance of labour and to employ themse:ives in cottage 
industries for bringing in the economic well-being of the 
society. Its artistic qualities are completely hindered by 
an excess of propaganda. The play ‘Shshila’ is an advanced 
conception of Bhikari Charan. Both the good and the bad 
of women have been portrayed here through two parallel 
stories. On one side one happy family comes to an extreme 
state of ruin because of the selfishness and intolerance of 
one educated woman. All have been separated in the 
family. At the end, even the husband has been courted 
the prison being guided by the evil advices of his wife. 
On the other side, the husband has rejected his holy- 
natured, but uneducated wife and married a prostitute. 
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He has been badly indebted by his excessive expendi- 
ture for keeping the prostitute in good humour. He has 
not even hesitated to embezzle money from the Govern- 
ment treasury. The prostitute leaves ker husband on 
his indebtedness. But the real wife comes forward at 
this juncture to rescue her husband. The play ends in 
the repentance of the educated husband. By presenting 
two contradictory incidents like the complexity of edu- 
cated women and the simplicity of uneducated women 
and their devotion to their husbands, the writer has 
intended to show that while education of women is 
beneficial, yet the complexity of nature resulting from 
education is not desirable. The play is of a high quality 
from the points of subject matter, style and dialogue. 


In the eyes of Bhikari Charan, a play is a medium 
of popular instruction. So he has tried to create aware- 
ness in the minds of men by presenting contemporasy 
problems through his plays. His pen ran against dowry, 
Llind imitation of the new civilization, and disinterest 
'n labour and he suggested the way for solution. Till 
is time only some common problems were presented 
n Oriya plays. In this regard he has advanced a step 
urther from his contemporary writers by presenting some 
crave problems like dowry system along with other 
economic problems. He has shown signs of novelty not 
only in content but in form also. Although in some plays 
he has partially imitated the sanskrit dramatic style in 
keeping with the tradition, yet his harmonizing 
temper of mind has been specially evident. He has been 
mostly conscious of character portrayal, building of con- 
flict and creation of suspense. The most successful side 
of his dramatic writing is the conception of advanced 
and refined dialogues in keeping with the characters. 
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From all these points it has to be admitted that the 
contributions of Bhikaricharan are significant in the early 
stage of the evolution of Oriya drama. 


Traditionally, the folk dramas of south Orissa have 
been extremely rich. The efforts of Radhamohan Rajendra 
Deva, the king of Chikiti for weaning the common men 
from enjoyment of the absurd folk drama and make them 
taste the real stage drama has been commendable. All 
his plays begin with the letter ‘P' as for example—Prem 
Taranga, Parimala Sahagamana, Prakruti Rahasya, (Shri) 
Pratap, Panchali Pattapaharana, Pandava Banabasa. We can 
get proofs of his expertise in Sanskrit literature from the 
plot structure, dialogues and the eastern style. 


The plot of the Play, ‘Prema Taranga' (1910) is borrow- 
ed from Bana Bhatt's Kadambari. It is a seven-act play 
haying a prologue, a Sutradhara and Nata Nati. The 
dialogues are difficult being sanskritised. The story of 
‘Pramila Sahagamana’ is the death of Indrajit and his wife 
Parimila's entry into the pyre. The plot of ‘Panchali 
Pattapaharan’ stretches from Draupadi's Swayambar till 
the stripping of her. His last play, ‘Pandava Banabas' is 
conceived on the exile of the Pandavas, ‘rescuer of 
Duryodhan from Chitrasena Gandharva. 


In the two plays, ‘Prakruti Rahasya’ (1914) and 
‘Prakruta Pranaya’ (1915), there is more originality and 
modernity. Of course, there is complete employment of 
the Sanskrit style in both these plays. Things like soli- 
loquy and asides, etc. are not omitted. There are too 
many songs and characters. ‘Prakruta Pranaya' has 57 chara- 
cters, while ‘Prakruti Rahasya’ has 33 songs. The later has 
ten acts to the six of the former. Like the earlier plays, 
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these two also have sanskritised ornamental dialogues rich 
in bombastic words and sanskrit words used in Oriya. But 
the two plays have touches of modernity as in both of 
them imaginary social stories are laid down by dramatic 
personae, who fitted in the eontemporary society, 
Perhaps for this reason the dramatist has described 
these plays as fosterers of both the traditional and the 
modern views. The former play is full of commotion as 
it contains conflicting incidents and side incidents, 
conspiracy and slaughter in the royal family. In ‘Prakruta 
Pranaya’ incidents aiming at social reform are joined 
with philosophical conversations on human life and the 
contours of heavenly love. For the first time, this play 
presents some English characters. The play ‘Sri Pratap’ 
written in 1916 is well-conceived from the point of view 
of modern cultured taste. But it is a mere imitation of 
the Bengali dramatist, Dwijendralal Ray's ‘Rana Pratap 
Singh’. 


All the plays of Radhamohan Rajendra Deva written 
in imitation of the sanskrit style, have huge sizes and as 
many as six to ten acts. They seem to be meant for his own 
society. The culture of sanskrit literature continued 
unbroken in the royal courts till his time, As a result some 
distinguished Snskrit scholars have translated and per- 
formed the Sanskrit plays. Pandit Harihar Ratha and 
Pandit Gopinath Nanda have either directly translated 
or edited translations of a number of sanskrit plays. 
Harihar Ratha's ‘Beni Samhara’ (1896), ‘Shakuntala’ (1898), 
Ramjanma, Ravana Baddha, Ramabhisheka, Sabitri Pari- 
naya, Parsuram Bijaya, Rama Nirbasana, Setubandha, 
Mahaprastava etc. and Gopinath Nanda'’s Sita Banabas, 
Uttara Ramacharita, Bikramorbashi (1908), Unmatta Raghava, 
Janaki parinaya (1915), etc. belong to this category. We 
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can notice originality in certain places in the plays 
of Gopinath Nanda. All his plays were staged in Padmanava 
Rangalaya (1898), 


Godavarish Mishra can be taken as the last dramatist 
of the early stage of development of Oriya drama. He was 
another head priest of the Oriya nationalist movement. He 
has written two historical plays based upon incidents from 
the history of Orissa in order to create a national awakening 
among the inert Oriyas. The first one, Purushottam Deva 
(1917) has been written on king Purushottam's glorious 
victory over Kanchi. The second play, Mukunda Deva 
(1920) is better arranged and more refined in dialogues 
than Purushottam Deva. The last independent king of 
Orissa, Mukunda deva's sacrifice of his life on the battle 
field at Gohiratikiri in a bid to save his motherland creates 
deep anguished feeling in the hearts of Oriyas. This 
historical incident has become the subject of his second 
play as he intended to arouse the pent up tenderness for 
Mukunda Deva in the hearts of the Oriya spectators. In 
both the plays the boundless valour of the Oriyas and 
the greatness of their sacrifice has been revealed. 
Although Godavarish could nct get co-operation from 
any of the theatre houses, yet his plays are by no means 
inferior to those written in this period. He has rather 
tried to make the plays as far modern as possible. He 
has not at all adopted the sanskrit dramatic model. In 
both the plays the story is introduced from the beginning. 
These prologueless plays are conceived in five acts. 
Nowhere is there an excess of songs. Only a few songs 
appropriate to the situation, are added. The assemblage 
of external conflicts has been their life. The dialogues 
are mostly poetic and emotional. They are rather too 
long in certain places. Still they are not longer than the 


Digitized by srujanika@gmail.com 


38 Aspects of Oriya Drama 


dialogues of playwrights like Ramshankar and Bhikari- 
charan. The emotional dialogues are not written in free 
verse; they are written in learned prose. It has to be 
admitted that among the various plays of this period 
his were the searchers after a newer horizon. 


When Orissa came under the Mughals, there was a 
decline in the sanskrit dramatic tradition. So we noticed 
that the development of the dramatic culture in Orissa 
has been handicapped from the seventeenth century till 
the first half of the ninteenth century. There was little 
encouragement for acting and dramatic creation even 
under the Marattha and the British rule. When there was 
a rise of the new civilization during the British rule, the 
educated Oriyas have attempted to create a modern 
literature in Oriya. In the second half of the ninteenth 
century there is a rise in dramatic literature along with 
the development of modern poetry and fiction. 


At that time when modern dramas were written, 
traditional folk dramas like Lila, Nata, Suanga etc. were 
also current as medium of entertainment for common men. 
While almost all the dramatists of the primary stage were 
English educated and influenced by the new civilization, 
yet they have not been able to eschew tradition while 
writing plays. So although we can notice influences of 
English drama especially Shakespearean plays in Oriya 
drama, yet its basic design is borrowed from the sanskrit 
dramatic tradition and the tradition of folk drama. The 
previously practised yatra-dramas have also accepted the 
sanskrit style to some extent. At the time of the creation 
of stage drama in Oriya language the sanskrit dramatic 
form was imitated for utilization of the learning from the 
Sastras. As a result a prologue scene is noticed in most 
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of the plays. The arrival of the Sutradhar and Nata Natis 
in the prologue, their activities and conversations are all 
imitative of sanskrit drama. They exist after introducing 
the play and the playwrights eulogizing the appreciators 
and derprecating the depreciators. In some other plays 
another character Bidushaka is present. The soliloquy 
and asides in dialogues are born of sanskrit influence. 
In imitation of the plot of sanskrit plays, the plot of 
most of the plays are taken from mythologies like the 
Ramayan and the Mahabharat. At the end of most of 
the plays, especially that of the mythological plays, 
Bharat bakya's are observed. But in these cases there is 
more of the influence of folk drama than that of sanskrit 
drama. The subject of most of the folk dramas had been 
mythological and the life of the neglected men and women 
in society is exhibited at intervals in the form of a 
farce. The language is largely poetical. Dance and music 
arg its chief limbs. While Oriya drama has accepted the 
excessive musicality and the farcial humour of folk drama, 
yet it has completely reduced employment of dance. 
Dances were performed only on proper occasions, The 
Dwarior ‘Niyati' ({narrator-actor) of folk drama has become 
the ‘Sanjojaka, (narrator-director) of modern drama. This 
Niyati has only been transformed to another character 
and introduction of the plot and other characters are 
given through poems from his mouth. So while the new 
style has accepted only the form of sanskrit drama, 
both the form and content of folk drama have been 
completely dissolved in it. When Ramshankar tried to 
establish a typical Oriya model for drama in his Kanchi 
Kaberi (1880), at that time he brought about an integra- 
tion of the two above mentioned styles with that of the 
western style, In order to give emotion-packed poetic 
dialogues for his aristocratic characters he has taken the 
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help of free verse. In some plays there are dances and 
songs of the invisible maidens in the beginning like that of 
the chorus in Greek plays. Briefly it can be said that the 
model for Oriya drama in its beginning is formed out of a 
blending of the styles of Oriya folk drama, the sanskrit 
and the English dramas. While traces of modernity can be 
found in its exterior, the interior of Oriya drama has been 
traditional. Though this dramatic style was current till 1920, 
yet the first and the last dramatists of this stage showed 
signs of a modern style. One of the remarkable specialities 
of Oriya drama is that its first creation ‘Babaji' (1877) is 
completely free from Sanskrit-influence. There is no 
prologue; the plot starts straight from the beginning So 
the eschewing of the Sanskrit form in Godavarish's plays 
which were written nearly forty years after is, therefore, 
not surprising. If the dramatists after Ramshankar have 
accepted as model Jaganmohan's play which was based on 
a social story (instead of Ramshankar's plays) then Oriya 
drama might have seen a rapid progress in the field of 
plot construction. 


Under the influence of folk drama and the Sanskrit 
drama, the Oriya plays of this period turned mostly to 
mythological, fanciful or quasi historical plots. As the 
uneducated and the half-educated people still harboured 
profound feeling for religion and myths, itis but natural 
for most of the plays to be mythological. Dramatization of 
mythological or religious stories had been the traditional 
medium for entertainment. In neighbouring Bengali, Assa- 
mese and Hindi literature also most of the earlier plays 
written had mythological plots. But it is a matter of surprise 
that most of the plays of the Beginning stage of Oriya 
drama are socially reformative. The first Oriya play 
Babiji is also a play aiming at social reformation. 
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Almost all the playwrights have written full-fledged plays 
or farces raising a veice against such social evils as super- 
stition, child marriage, marriage of oldmen, addiction to 
prostitutes and wine, lechery, indebtedness, disinclination 
to work and various forms of oppression. While stories of 
social reformation gained importance in this time, the 
first playwright Jaganmohan has given a heartrending 
picture of the oppressions of the lecherous feudal kings. 
It is an adventurous step in the contest of those years. 
The putting forth of certain contemporary social problems 
like borrowing for false show, disinclination to work, the 
dowry system is indicative of the consciousness of the 
dramatists about these problems. Certain plays contain 
instructions in favour of the education of women and 
remarriage of widows. Attempts for removal of two other 
problems related to marriage — like child mariage and 
marriage of oldmen to young girls — are also made by 
mgny dramatists. 


Full-fledged plays — mythological, historical, social 
and fanciful — and reformative humorous farces also 
gradually increased in number in this period. The basic 
cause for these had been the attempt to create love for 
religion, partiotism and social consciousness in the minds 
of common men. The mythological, historical and fanciful 
plays gained popularity as they were also able to cater to 
the romantic tastes of the audience. The structural organi- 
sation of the plays had been so to say loose, as many side 
incidents interfered with the main incidents of the plays. 
The number of well ‘organised plays had been very few. 
Most of these plays followed the sanskrit model and had 
five acts. In some plays there had been six to ten acts. 
There were also some plays which had no acts and such 
were limited to a few scenes only. In such cases there 
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are marks of the modern attitude of the dramatists. The 
western approach is remarkable in the division to acts 
and scenes, organisation of scenes and conception of the 
stage. 


The plays were generally literary by nature. Drama 
for the playwrights of the earlier times, meant operas. 
As a result they were giving much emphasis on the 
poetic nature of their plays. Even in some of the 
historical and mythological plays very long poetic 
dialogues are observed. Separately they can be treated as 
segments of poetry. In an outburst of emotions the 
dramatists, generally have forgotten knowledge of all 
measures in relation to the writing of dialogues while 
singing paeans of Orissa's glory and valour, describing 
natural beauty, and expressing the sorrows, anger and 
love of noble characters. Certain playwrights have also 
given poetic dialogues to some minor characters. Only 
in rare places colloquial dialogues are employed. Use of 
intellectual dialogues are rare. Some plays resemble 
essays because of long theoretical, discussions. Although 
they could not achieve the qualities of stageability, yet 
they can be considered as closet plays. The dramatists 
have been so generous in the use of poems that the 
profusion of poems always stood in the way of develop- 
ment of the plot. There is also no delicate satire in the 
humour. On most occasions these are crude and tasteless. 
Some plays lack variety because of the adoption of similar 
dramatic styles and stories. 


The role of the stages in the rise and development 
of the Oriya drama is significant. Almost all the dramatists 
were involved with either amateur or professional 
theatres. The first Oriya playwright Jaganmohan has staged 
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his plays at the Radhakanta Theatre (1875), which he 
established in his village. Ramshankar got the opportunity 
of writing many plays for the Kothapoda Theatre (1875). 
The plays of Padmanava Narayan Deva and those of 
Gopinath Nanda were enacted in the Padmanava Theatre 
(1898). In a similar manner Bira Bikram Deva devoted 
himself to dramatic writings after establishing the Bikram 
Theatre (1910) in western Orissa. Some of Bhikaricharan's 
plays were enacted in the two theatre houses, 'The Basanti’ 
and ‘The Usha’, then established in Cuttack, the then 
cultural centre of Orissa. Radhamohan Rajendra Deva had 
established the Chitkiti Theatre for staging his own plays. 
Certain mythological Oriya plays were staged at the 
Binapani Theatre which was established at Cuttack in the 
year 1898. Many amateur and professional theatres were 
established in Cuttack in this period. Many theatres were 
also established in this period. Many theatres were 
alsd established in the rural areas under its influence. 
With the rising number of theatre-houses the Oriya 
playwrights got much facility for devotion to play- 
writing. Although the language of these plays was beyond 
the comprehension of the common people, yet plays 
were being staged for the entertainment of the people in 
open stages. However, a remarkable thing is the want of 
professional theatres in this period. 


The Oriya plays mostly had a plethora of characters 
It, of course, quenched the thirst of many a drama 
addict for acting. But the main actors in a play crowded 
with minor characters could not get enough scope for 
development. The female characters had no significant 
role to play in most of the plays. Very often they are 
static. Some plays had become ineffective for the want 
of any attempt at character-portrayal. 
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Conflict in these plays was more external than internal. 
But the conflicts could not acquire a sharpness for want 
of proper organisation of dramatic incidents. As a result 
on absolute want of dramatic suspense was noticed in 
most of the plays. 


The plays written between 1877 to 1920 had been 
able to prepare the background for creation of the 
plays, new both in content and form. They were of 
much use in building up a typical dramatic model. While 
most of the plays of the later years were greatly refined, 
yet they were not able to leave completely aside the 
influence of this dramatic ideal. 
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Chapter 2 


The Evolution of Content 
and Technique 


The pace of growth of Oriya drama prior to 1920 was 
rather slow. The main handicap to the numerical rise of 
dramas had been the want of theatre-houses. So the drama- 
tists were careful more about the literary value of a 
play than its success on stage. The popular taste of the 
period induced the dramatists to write mythological plays. 
In a situation like this the creative possibilities of Oriya 
drama, especially historical plays, were extremely weak. 
In the aftermath of 1920 the appearance of Ashwinikumar 
and Kalicharan in the Oriya dramatic world has opened up 
a new vista. The contributions of two talented dramatists 
brought about comprehensive development in Oriya 
drama. But on the background of this development was 
the patronge of two permanent professional theatres — the 
Radhakrishna Theatre and the Orissa Theatre, Ashwini- 
kumar's vigorous endeavour started with a vow to build up 
an enriched dramatic empire in the world of Oriya 
literature. And this influenced Kalicharan to a great extent. 
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As a result there was a new surge of life in the lifeless 
Course of Oriya drama. This new Kaleidoscopic life held 
worlds of promise. 


The dramatic works of Kalicharan and Ashwinikumar 
flew in different directions. The curtain on Ashwinikumar's 
dramatic career was raised in 1915 with the play ‘'Bhishma’. 
His artistic creations were completely under the control of 
a teacher's personality. The peak period of his develop- 
ment was in the pre-Independence era. Having made the 
high idealism of the Indian tradition his capital, he had 
written many good mythological, historical and social 
plays. In many of his plays the supremacy of Orissan tradi- 
tion and culture is noticed. Each play is an illuminator of 
noble ideas. While the vital truths of contemporary life are 
pronounced through mythological and historical charac- 
ters, in the social plays a psychological analysis of society 
has been made through the characters and incidents taken 
from contemporary towns and villages. Again the employ- 
ment of new techniques in some of his plays is absolutely 
his own. Having introduced new trends in forms and 
contents he had once been acknowledged as the foremost 
dramatist in Orissa. Kalicharan, however, was a slowly 
developing genius. During the peak period of Ashwini- 
kumar's dramatic career, Kalicharan was engaged in the 
composition of a few mythological operas only. Having 
gained freedom from the beaten track of the Rasalilas, he 
was gradually encouraged to write modern plays. Though 
Kalicharan appeared paled before- the brightness of 
Ashwinikumar's fame and reputation yet in the latter years 
he achieved glory by his personal distinction, Although 
Kalicharan's vision has widened having come in contact 
with Ashwinikumar, yet in keeping with the modern 
laste he has evolved a new style of social drama in oppo- 
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sition to the style introduced by Ashwinikumar. Depending 
more upon adaptability on stage he has tried to make his 
plays entertaining. Even his historical plays have not 
transgressed this dramatic model. Kalicharan’s contribution 
to the development of stage in Orissa is unforgetable. 
While writing plays he has given prominence to their 
adaptability on stage and the tastes of the audience. He 
has made his spectators acquainted with various problems 
through love stories. For the first time he has been able 
to attract a large number of spectators to Oriya plays and 
the stage. As a result Kalibabu's dramatic model as to 
the composition of social plays has been imitated by the 
dramatists of the latter years. The significance of these 
two great creative geniuses in view of the establishment 
of the very soul of Oriya drama and its rise is to be 
discussed from two different backgrounds. 


2 The advent of Ashwinikumar (1892-1962) by the year 
1920 could enlarge the bounds of Oriya drama and give 
it variety. He took his pen with a vow to raise Oriya 
plays to a new height both in quality and in quantity. 
A strong mind and deep love for the literature of his 
motherland have prepared for a sacrifice even by 
relinquish the attraction of a lucrative job. 


Though he has gained popularity by composing two 
mythological plays Bhisma {1915) and Sapbitri (1917) before 
the composition of the historical ‘Seoji' (1918) yet his 
literary commitments had not yet been clear. Banamali 
Pati, the proprietor of the only professional theatrical 
group of those days, Radhakanta Theatre was moved 
when he saw ‘Seoji’ being performed by the Cuttack 
Medical School and he requested Ashwinikumar to write 
plays for his theatre troupe. Ashwinikumar was hurt to see 
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Bengali plays or their translations being staged in large 
numbers both in Cuttack, the cultural soul of Orissa and 
the rural areas because of a shortage of Oriya plays. Now 
he got sufficient encouragement to write plays regularly 
for a famous theatre like the Radhakrishna Theatre on 
being requested by Banamali Pati. He tried to enrich 
Oriya drama both numerically and qualitatively. His plays 
Chasajhia, Chandaluni, Srilokanath, Kalapahada, etc. were 
afterwards being performed by the Annapurna Theatre. 
His dramatic creations are proportionately divided into 
mythological, historical and social plays. It seems he did 
this with deliberate planning. Out of his thirtyeight plays 
12 are mythological and religious, 13 historical and 13 
social. Absolute novelty from the point of view of the 
plot and its presentation in all these three types of plays 
is indicative of his revolutionary and creative mind. Of 
course the definite ideals of the dramatist and his commit- 
ment have never been sacrificed for the sake of novelty. 


Ashwinikumar was not only a teacher by profession, 
he was in reality a teacher of the folks. In a bid to create 
in the minds of men a high idealism based on conviction 
for truth, obedience to religion, love and sacrifice he 
first took to writing mythological plays. In all these plays 
Bhisma (1915), Sabitri (1917), Srimandir, Chandaluni, 
Janaki, etc. there has been an attemot to create one ideal 
character irrespective of gender. Bhishma's uncommon 
sacrifice and observance of his vow, Sita and Sapbitri's 
unalloyed devotion to their husbands, Lakshmi'’s establish- 
ment of a noble idealism much above all meanness 
regarding untouchability such moral values are accepted 
as material for the above mentioned plays. Bhishma is 
written according to an episode from the Mahabharat. 
Shantanu'’s conditional marriage to Ganga, his opposition 
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when Ganga tried to kill the eighth child Bhisma, Ganga's 
rejection of Shantanu, Bhisma's strong vow at the time 
of Shantanu'’s marriage to Satyabati, the daughter of 
the fishermen's king, all these make the play exciting. 
But the vow of the young son to remain unmarried to 
gratify the worldly desires of his old father might he 
acceptable at the ideal level, but in real life it is unaccept- 
able. In spite of the prologue song and the presence of 
Bidushaka, the conception of the plot, the composition of 
dialogue and the style of presentation are totally different 
and suggestive of novelty, As a result it had been first 
staged with great success at Ravenshaw College. After- 
wards being staged continuously by the Radhakrushna 
Theatre it could create a deep faith and belief in 
Oriya drama among the audience. Ashwinikumar had 
to write Sabitri for a dramatic performance in Cuttack 
in order to observe ‘Our day' “to celebrate victory in 
thg first world war in 1917. The basic theme of this 
play, which is based on a mythological plot, is the 
announcement of the victory of spiritual sincerity and 
singlemindedness over impossibility. In ‘Janaki’ there 
has been attempt to establish the luminous idealism of 
Sita's character. It is based upon Sita's entry into the 
nether world as described in Balmiki'’s Ramayan as its 
base. It has tried to establish the importance of national 
feelings above selfish desires and the ideal of Indian 
sacrifice through the characters of Janaki and Rama. The 
most modern side of the play is the exhibition of the help- 
Jessness of a woman. Her independence is denied in her 
childhood, youth and old age by her parents, husband 
and children respectively. As a result, she does not have 
any position in society. These traditional plights of Indian 
women has been touchingly depicted in the dialogues. 
The importance of this play as mythological tragedy is 
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undisputed. The tragic atmosphere at the end of the play 
is unprecedented. It is a well-written and successful 
creation of Ashwinikumar. The conflict between Indra- 
dyumna and Biswabasu, the marriage of Bidyapati and 
Lalita, the stealing of the Shabara-worshipped Nila Madhaba 
and the establishment of Jagannath in the Puri temple with 
the help of both the Aryas and the Anaryas — Srimandir 
is a suspenseful dramatization of all these romantic mytho- 
logical incidents. The free-verse dialogues have been of 
great assistance for a lively presentation of a mythological 
plot and for creation of a proper feeling. It achieved 
tremendous success not only in Orissa but in Calcutta also 
being staged as Puri Mandir at the Star Theatre. Chandaluni 
(1951) was created during an India-wide reaction against 
the narrow differences between the touchables and the 
untouchables in Hinduism. The devotee can reach God by 
the force of his love and devotion, No difference of easte 
stands on his way. The high and the low, the touchabiles 
and the untouchables are all equal before God. The hubris 
of being born into a high caste is the only cause of a man's 
fall. Chandaluni, which is based on a mythological plot, isa 
brilliant exposition of this feelling. The conception of its plot, 
natural dialogues, maintenance of powerful conflict and 
deep suspense and noble literary commitments — all 
these have as yet given it too place among Oriya mytho- 
logical plays. Even now it has been acted with success by 
the Annapurna Theatre, ‘A' group. 


Apart from the above mentioned mythological plays 
he has also written some devotional plays following the 
historical stories from Ramdas’s ‘Dardhyata Bhakti’. In 
these plays a deep devotion to God and the glory of 
unprecedented sacrifice have revealed through the 
characters of Tyagi Ramadass, Raghu Arakshita and Bandhu 
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Manhanty. The quotation, in places, of meaningful lines 
from Dardhyata Bhakti in this play, has been able to add 
novelty to the dramatic style. The uncommon devotion and 
spiritual faith of Jagannath's Muslim devotee, Salabeg and 
the Harijan devotee, Dasia Bauri have been respectively 
the material of the plays, ‘Salabeg’ and ‘Dasia Bauri'. 
Irrespective of caste and creed god is always of his 
devotee — this has been proved in both these plays. The 
Hindus have not given them the right to enter the temple— 
Salbeg being a Muslim and Dasia being a Harijan. But the 
simple, guilelesss devotion and cries have given the 
devotee the company of God. Lord Jagannath has acccepted 
with interest his devotee's offering of heart. Both these 
plays present a revolutionary call against the wall in Hindu- 
ism of caste and creed on the path of spirituality and 
devotion, These two plays were acted over a long period 
at Cuttack by the Art Theatre. Hence we can guess their 
infimences over the minds of the people. His mythological 
and religious plays have been able to gratify the romantic 
feelings of the spectators because of a serious style of 
presentation, learned dialogues and threading of un- 
common sights. However, Aswinikumar's basic aim had 
been the spreading of spiritualism and the glories of God 
among the common men. In his opinion — scientific inven- 
tions may provide man with much worldly comforts, but 
they cannot gratify the loftiest goals of life. Faith in the 
powers of God alone can bring in peace and consolation to 
the restless life of man. He has expressed this feeling in 
his preface to Salabeg and many other plays. 


Like the mythological plays, the historical plays also 
gratify the romantic feelings of the spectators by allowing 
them to enter into an imaginary world of the past. This 
inspiration probably worked at the root of Aswinikumar's 
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historical plays. But his primary aim was the spreading 
a sense of glory and patriotism in the minds of the down- 
trodden Oriyas. He has not taken the help of Indian history 
to find out tne subject of his historical plays. The rich history 
of Orissa and the historical legends have given him suffi- 
cient encouragement in this regard. Deep affection for the 
motherland, a sense of pride, and unalloyed love for the 
nation — all these are variously reflected in his historical 


plays. 


Among his historical plays Seoji (1918), Kalapahada 
(1927), Govinda Vidyadhara (1922), Kesari Ganga (1925), 
Konark (1927), Utkala Gaurava (1932), Samaleswari (1931), 
Kapilendradeva (1953) are worthy of mention. Like the 
Bengali dramatists Ashwinikumar also once depended upon 
James Todd's ‘Annals and Antiquities of Rajasthan’ for the 
collection of htstorical material. And its result has been 
the play Seoji. Although the expulsion of the two grand- 
sons of Jayachandra, Seoji and Saitarama from Kanauj, 
their shelter in Kolumud and self-establishment through 
victory in tha battles — all thase historical facts have been 
accepted in the play, yet it has become fanciful in many 
places. It is true, the play has become exciting with its 
strong external strife and conflict. But Aswinikumar's anti- 
war attitude as revealed in these plays is significant. The 
lives and properties of many innocent people is ruined as 
a result of continuous struggle between the Aryan 
King ‘solanki’ and the non-Aryan king ‘Lakha'’. 
In between victory and loss in the battle innumerable 
soldiers from both the sides have died The heavens 
seem weighed down with the cries of distress of their 
helpless parents, wives and children. In order to quench 
the blind pride and war-like instincts of two rival powers 
two states have been reduced to piles of corpses. The 
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voice of a strong protest has been raised against this 
foolishness through two women characters. While the 
female characters in the nineteenth century plays were 
mostly inactive, they have become active and full of life 
in the plays of Ashwinikumar. This bloody destructive act 
has been stopped by the interference and persuasion of 
the daughters of both the kings. Love and friendship has 
been established between the Aryan and the non-Aryan 
forces. The beatings of time is clear in this play. When 
under the leadership of Mahatma Gandhi, the intellectual 
leaders of India were dreaming of a union between the 
Aryans and the non-Aryans for national integration, at that 
time the play has artistically reflected that line of thought. 
Secondly at the time of its writing in 1918 men have been 
so much frightened by the horror of a world war that all have 
been desiring, mind and soul, for a permanent establishment 
of peace and non-agqression. This feeling has acquired an 
effective shape through a dramatic story. Seo]ji is a burning 
example of the dramatist's sense of duty and his timeconsci- 
ousness. The unexpected popularity of Seoji encouraged 
Ashwinikumar for creation of historical plays. But he has 
become dependent upon the glorious legends and history 
of Orissa for the construction of plot in his historical plays. 
Mukunda Deva, the last independent Oriya king, is cap- 
able of creating a tender feeling in the dark corners of 
each Oriya heart as he sacrificed his life in the battle-field. 
Ashwinikumar marked Godavarish Mishra achieving 
success by writing a play on the history of Mukunda Deva. 
But at the time of accepting this historical subject as 
material for his play, he has given much importance to 
Kalavahad's mental reactions while establishing the moral 
significance of Mukunda Deva, and singing glories of the 
Oriyas as a nation at the same time. The dramatist has 
shown enough sincerity in depicting Mukunda Deva as 
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a symbol of the valour, the munificence and the humanity 
of the Oriyas and their love for truth. But the play could 
surpass Godavarish's, Mukunda Deva because of the 
unique character of Kalapahad- The unique significance of 
the play lies in the deep inner conflict of Kalapahad, the 
psychological analysis of his character and the establish- 
ment of the antagonist as a tragic hero. The play ‘Kalapahad’ 
is a departure from the traditional tragedies. In compari- 

sion with Mukunda Deva it is Kalapahad who actually 
attracts the sympathies of the audience in the last scene. 
Man is a mixture of both humanity and bestiality. The 
villain Kalapahad might have stood as the arch enemy of 
the Hindus by destroying the Hindu temples. But he can- 
not be said to be absolutely inhuman. While he has come 
forward at some moments to destroy civilization cruelly 
and heartlessly like a ferocious animal, at others his 
conscience: and sympathies have come back — the play- 
wright has given a fine analysis of all this. For the destrue- 
tion of the Hindu temples the playwright has held the 
hypocritical Hindu priests more responsible than Kalapahad. 
He has sharply satirized their religious narrowness through 
the character of Kalapahad. Kalapahad, of course, has 
changed his caste by loving a muslim woman, but when 
he ran to the Puri Temple for atonement of his sin being 
burnt with remorse, he has not been allowed to be recon- 
verted back to Hinduism by the pundits, the standard 
bearers of Hinduism. For becoming Hindu once again, 

for the right to enter Puri temple again, the tears of 
his eyes, the devotional offering of his heart are not 

enough. Bribe is necessary for this. Kalapahad bore 
silently all beatings and tramplings in front of the temple 

and all censure in cruel words, indeed, all mental and 
physical torture. But h2 could no longer check his anger 

when bribe is mentioned He has considered it a duty 
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to destroy that religion whose learned priests give money 
a higher place than the heart. Even today many Hindus 
are converted to other religions because of the narrow- 
ness of the Hindu-pundits. The Hindu knows how to 
expel men, not how to bring them back. The character 
of Kalapahad is an expression of the writer's strong mind 
against the narrownesses in Hinduism, Again Kalapahad 
has become deeply sympathetic to Mukunda Deva for 
his patriotism and self- sacrifice for the cause of his 
nation. So he has killed out of hatred the two traitors who 
brought about Mukundadeva's death. Kalapahad here 
gets the sympathy of the audience. Along with 
spreading pity and terror, the sad death of Mukundadeva 
instead of creating furious anger actually creates deep 
sympathy for the antagonist. Kalapahad presents a sad, 
tragic picture of how the independence of a nation has 
always been endangered by a few traitors. The under- 
lying purpose of the dramatist had been to make people 
conscious of the role played by the traitors in the struggle 
for independence. 


It had been a speciality with Ashwinikumar that he 
could present as capable of drawing our sympathy, those 
characters in history who arouse hatred in the readers. 
Govinda Vidyadhar, as known from history, was a greedy, 
teacherous and a conspiratorjal character. He has occu- 
pied the throne of Orissa by cleverly killing the sons 
of Prataprudra. But Ashwinikumar has presented him as a 
selfless devoted servant. The kings family did him much 
injustice. He was even given a death sentence. Yet he 
had not protested. In his last moments he has waited for 
the victory of Truth. Even after the request from the 
subjects he has not been willing to ascend the throne, 
rather he has become interested in establishing a self- 
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government by the people. Only a farsighted dramatist like 
Aswinikumar could dream of democratic rights in pre- 
independence India. The plot of Gobinda Vidyadhar (1922) 
is well constructed and full of conflict and suspense, 


‘Utkal Gaurava’ dramatises Prataprudradeva's daughter 
Krushna's submission before Krushnadeva Ray the aggre- 
ssor in order to save her motherland from destruction and 
wastage of energy. But this is not at all proven by history. 
Such an unreal story, does not also enrich the glory of 
Utkal. But the play indicates two problems, the fall of the 
Hindu empire because of the rivalry between the Hindu 
kings and the defeat and enertia among the Oriyas as a 
result of the spread of the Vaishnav cult. 


In 'Kesari Ganga’ the female character Nandika has 
got primary importance. She has been deeply grieved by 
the overspreading blood-shed and death of the innocent 
subjects in the war between Subarna Kesari and Chora Ganga 
Deva. The conflict between two egoistic kings brings 
about the destruction of two kingdoms. The subjects of the 
two kingdoms kill each other as enemies without any 
reason. In the absense of love and affection between man 
and man, malignity and aversion have blinded men. But 
for saving human society peace and love are required, not 
war and hatred. The human, society had grown so panicky 
after the horrors of the world was that men were searching 
for establishment of peace among the countries of the 
world. This innsr feeling of the common man has been 
depicted by the playwright through a story borrowed from 
historical legends of Orissa. 


In ‘Konark' the example of the Oriya's unprecedented 
sacrifice can be realised. The dialogues of this play are 
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refined and quite poetic. Even here the speciality of 
Ashwinikumar’s tragic conception is remarkable. Not the 
sacrificing boy but his craftsman father has been the tragic 
protogonist here. He has faced in life ultimate destruction 
for a minor mistake. This character lost in grief for his 
dead son has attracted the sympathy of the audience. This 
is a play with two climaxes. 


There is very little of historical precedents in the 
historical plays of Aswinikumar. So it is proper to call all 
these plays semi-historical or quasi-historical. He has only 
taken help of historical characters and a historical back 
ground for propagating a definite view and a philosophy 
of life. So the historical truth is mostly lost in construction 
of the plot. Yet these plays are fully capable of creating a 
historical taste because of the conflicting incidents and 
learned dialogues. Ashwinikumar earned much success 
fo» creating historical plays instead of the social and 
mythologic ones. In most of his historical plays while sing- 
ing the glory of Orissa it seemed Ashwinikumar has poured 
out all the feelings of his heart. The introduction of such 
poetic dialogues has been one of the chief reason for the 
success of his historical plays. 


Ashwinikumar's social plays are different in style and 
matter from each other. Each play reflects contemporary 
problems and is also the carrier of a definite vision. The 
influences of the time are noticeable in almost all the plays. 
The plays of the pre-independence period have presented 
problems like Gandhi's national movement, construction of 
a society free from all differences of caste, creed and 
colour and women's emancipation. The post-independence 
plays have reflected certain psychological problems. The 
play ‘Hindu Ramani' tries to show that changes in life- 
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style along with the change of time are unavoidable. 
Although the greatness and liberality of Hinduism are 
always admitted, yet it is sheltering narrowism for certain 
groups with vested interests. This can only be removal 
through certain constitutional changes. So the writer has 
called for a wide spread uprise among the Hindu women. 
There is an unavoidable need for destruction of all 
differences between the touchables and the untouchables 
and a comprehensive practice of remarriage of widows 
within the Hindu society. In the language of the playwright 
— ‘Religion, caste and society are made by us, We can 
destroy and construct them a new whenever we want’, 
In ‘Master Babu' the conflict between moral degradation 
and uprightness is shown. The story reveals the greatness 
of Hindu women and reflects the conception of Rama-Rajya 
and the native movement for independence. Many songs 
carry memories of the Indian national movement, ‘Irani’ 
is a successful play based on the problem of marriage 
regardless of one's religion. Modern man has not been 
able to realise the proper greatness of education. As a 
result the educated look down upon his uneducated brother. 
But while the educated brother has become immoral 
because of his loss of faith in traditional values; the 
uneducated brother has not lost his conscience because of 
his faith in traditional values. The morality and idealism 
of the younger brother has brought back the elder brother 
to the right path. This is the story of ‘Bhai’, ‘Sriloknath’ is 
a play based on traditional religious faith. It expresses a 
vivid picture of both village and town life. The plays 
‘Chasa Jhia’ and ‘Mamalatakar'’ have expressed the joys 
and sorrows of a rural society, class conflict and the influ- 
ences of the independence movement The epic style is 
noticeable in the play, ‘Mamalatakar’. The beginning of 
the play and its end within the conversation of the village 
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‘Chasa Jhia' is a loving portrait of the village life in 
Orissa. Through the story of a farmer's family, the drama- 
tist presents how in the aftermath of the war love for money 
has introduced a complexity into village life and has 
ruined all traditional values. In his conception of this play 
Ashwinikumar appears more realistic. For creation of a 
realistic atmosphere, a natural style of expression and 
symmetrical conception of the circle the play had become 
very popular when it was staged by the Annapurna ''A” 
group. This can be accepted as the most successful of 
all his social plays. ‘Abhinaya' is based upon women's 
emancipation. Its presentation is quite modern. The 
dramatist follows a novel scheme for establishing rapport 
with the audience. The play in its dramatic form is 
presented at a time when an actor has been narrating 
thes story of his life. It is a prototype of modern epic 
drama. ‘Kaidi' is a psychological play. In the whirpool 
of circumstances when an honest man is deprived of love 
and affection, he may turn criminal, yet the ethics of 
his past life always create deep commotion in his mind. 
There is no precedent in Oriya drama to this play with 
its strong sense of inner conflict. The shadcw'’s of 
Dostoyevsky’s ‘Crime and Punishment' have fallen on 
this play. The sad plight in the life of a clerk has been 
told for the first time in ‘Dukhe Sukhe'. In the opinion 
of the dramatist socialism and communism can only then 
be established when the rich will come forward to remove 
the miseries of the poor. The pulse of time is felt here 
in the presentation of incidents suggestive of N.C. C. 's 
spirit of service and co-operation. Although the social 
plays have both newness of style and matter yet the 
rural dialects are often not in keeping with the character. 
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While the literary dialogues had offered stage-effective- 
ness to the historical and mythological plays, yet in this 
case they stood as obstacles in certain places. 


We can also notice a clear picture of the epic style 
in the historical play, ‘Bhubaneswar’. The messenger 
narrates all the incidents. The dramatic incidents take 
place during the course of his narration. In 'Sri Satyanara- 
yan’ there is description through ‘pala’ songs for introduc- 
tion of the style of folk-drama. The same style is also imita- 
ted in the presentation of the plot. In the plays like Salabega, 
Dasia Bauri, Raghu Arakshita and Ramadasa, which are 
written on the basis of the stories from Darbhyata Bhakti the 
intermittent quotation of different lines from the mythologies 
make the audience conscious of the mythological stories. 
As the epic dramatic style and similar other styles were 
not yet introduced in any of the Indian dramas of those 
days the use of such styles in his plays indicates ‘the 
transcendent vision and modern outlook of Ashwinikumar. 
Although he did not have any acquaintance with Brecht's 
plays, yet the commonly accepted style that he invented 
on his own is, indeed, commendable. In the development 
of the artistic qualities of Oriya plays Ashwinikumar's 
success in worthy of respect, In all his plays — mythological, 
historical and social — in corstruction of their plots, 
portrayal of characters, composition of dialcgues, creation 
of conflict and maintenance of suspense — he has shown a 
great deal of novelty. Reflection of a universal feeling and 
a philosophy of life through the plot, introduction of certain 
national problems in his historical plays, portrayal of idea- 
listic characters, wring of poetic and emotional dialogues, 
creation of a deep inner conflict along with intense external 
conflict, above all the use of a new style of introduction, 
all these have opened for Oriya plays a new horizon and 
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raised them to a new height. Ashwinikumar was a humanist, 
a worshipper of the true, the lasting and the beautiful. He 
was wrapped with the dream of creating a developed 
society. It is the beauty of the mind rather than its ugliness 
that caught his attention. His life's ideal had been a desire 
to serve society through the plays. So he has presented 
such high values of life like affection, love, sacrifice, forgive- 
ness, benignity, beneficance and selflessness through his 
ideal characters. Of course, he could easily find his charac- 
ters from the myths, from history, and from society. Even 
characters like Govinda Vidyadhar who have been announ- 
ced in history as selfish, crue! and treacherous, have 
become in his writing store houses of all noble qualities. 
Bhisma and Sabitri, Sita and Ramachandra of Mahabharat 
and Ramayan respectively, Dasia Bauri and Bandhu Mohanty 
of ‘Dardhyata Bhakti’, Mukunda deva, Kapilendra deva 
and Dharma from history — all of them are measured in 
the same idealistic scale. In spite of all the romantic 
distance of the historical and mythological plays, the 
average social characters are also presented in case of 
necessity. In the social plays in order to focus light on some 
ideal characters different characters from society are used. 
The actions and reactions of characters representing all 
classes of society who have grown up in both rural and 
urban atmospheres are all flawlessly depicted. 


A speciality with the plays of Ashwinikumar in their 
romantic nationalism. He was an Oriya, mind and soul. 
Along with presentation of the glorious characters and 
incidents of Orissa there is eloquence in singing paeans of 
the past glory of Orissa through dialogues. While des- 
cribing the unprecedented valour, out and architecture, 
commerce, religion, culture of the Criyas and the excell- 
ence of their literature his pen broke all opstacles. 
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As a result such dialogues have become rather too long. 
He has writen his historical plays mostly upon the glorious 
history of Orissa. Even in the mythological, religious, 
and social plays he has not let go an opportunity to speak 
about the history of his nation. 


In the conception of the circle or in the building of the 
dramatic plot Ashwinikumar had been second to none. His 
conception is commendable for making the dramatic 
stories full of conflict and suspense. In order to make the 
conflict more effective he has joined sharp inner conflict 
with powerful external conflict. The mobility of certain 
characters has increased as a result of the inner conflict. 


For the first time in Oriya drama Ashwinikumar has 
presented incidents, the atmopshere and the characters 
from a sociological and psychological angle. The senti- 
ments of opposition to war in the aftermath of the worM- 
war is reflected in the plays like Seoji, Kesariganga and 
Samaleswari. The delicate psychological analysis in such 
plays as Kaidi, Abhinaya, Irani, Dukhe Sukhe, etc. is 
remarkable. 


He has also brought about certain changes frcm the 
formal point of view. In ‘Bhai’ which is written in 1942, 
there is no division into scenes. The five acts are confined 
to five long scenes only. ‘Gan Mamalatkar’ and certain 
religious plays are written in a style as good as the epic 
style. In the composition of tragedies for long he remained 
supreme. The tragedies like Konark, Kalapahad. Janaki, 
etc. have created a style of their own having deviated 
from the traditional theories of tragedy. As a result 
these are full of variety and different from the traditional 
tragedies. 
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The influences of time is also a significant aspect of 
Ashwinikumar's plays. In the plays, ‘Chandaluni’, ‘Dasia 
Bauri’, etc. the reflection of the movements for removal of 
untouchability and spread of Gandhism is effectively 
presented. In plays like ‘Sukhe Dukhe’ there is a concep- 
tion of a beneficial and friendly society. 


Starting from the lofty spiritual thoughts up to the 
universal love of man all lines of thought have found place 
in Ashwinikumar's plays. On the one hand we have new 
problems, new thoughts, new philosophies, socio-psycho- 
logical analysis; on the other, there is experiment with 
new forms. All these have established him as the most 
talented dramatist of the first half of the twentieth century. 
From this point of view, he had been able to maintain his 
special status above Kalicharan and the succeeding 
dramatists, — But his plays have lost their stage effective- 
ness for the want of fluidity, spontaneity and proporation 
in the use of language. Yet for their high literary values 
similar to those of shakespeare's plays, they will live for 
ever as undecaying deeds. His role in stalling the staging 
of Pengali play by composition of many stage effective 
Oriya plays is also significant. Ashwinikumar had been 
an ideal teacher in his personal life. This idealistic teacher 
of mankind reveals himself every now and then through 
his plays. Instead of craftsmanship it is social commitment 
to which he has given prominence, He has admitted it 
time and again that in the composition of plays his sense 
of duty is more active than his passions. It is doubtful 
whether Oriya drama could have advanced any further 
from what it had been before 1920 without the advent of 
Ashwinikumar. 


Ashwinikumar has sacrificed his whole life for the 
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development of Oriya plays. He has not only written plays 
for the only professional theatre of those days, the Radha- 
krishna Theatre, he has also taken charge of its manage- 
ment having left his service. In a bid to save this he had 
sold his paternal property and become poor. At last, when 
poverty became intolerable, he went to Calcuita. There 
his play 'Srimandir' was performed after being translated 
into Bengali as Puri Mandir at the Star Theatre. The Oriya 
plays ‘Konark’ and ‘Kalapahad' are also staged at the Star 
Theatre. In no circumstance could he leave drama. He has 
tried to continue writing till the last moment of his life. 
The Oriyas will ever remain grateful to this playwright 
for his significant contributions for the development of 
Oriya literature. For the penances of such a patriotic 
devotee, the titles Natya Ratnakar, Natya Bharati and Natya 
Samrat, etc., are not sufficient recognitions. 


Kabichandra Kalicharan who arrived a little later than 
Ashwinikumar, was made sufficiently cautions at the time 
of his entry into the field of Oriya drama by the success of 
Ashwinikumar as a dramatist and his failure as the manager 
of a theatre. The earlier part of Kalicharan’s creative life 
was spent on composition, direction and management of 
Rasaleela plays based on love of Radha and Krishna. He 
got enough encouragement from the quick renown that 
Ashwinikumar achieved in the field of Oriya drama. As a 
result he came forward to remove the poverty of Oriya 
dramas. He vowed to bring to Oriya drama complete 
success from the performing and professional view points. 
In the field of modern Oriya drama Kalicharan might not 
have arrived without the appearance of Ashwinikumar. But 
in enlivening Oriya drama and making it advance further 
Kalicharan's contribution is not comparatively less. The 
main reason for Ashwinikumar’s failure in professional 
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theatre, as Kalicharan felt it, was his idealism and good 
taste. So Kalicharan tried to make his plays absolutely 
entertaining. He gave more importance to the theatrical 
side of his plays than to their literary side. 


By 1950 Kalicharan had already become unrivalled in 
Oriya drama and the stage. Because of the popularity of 
Kalicharan's social plays Ashwinikumar’s plays were being 
gradually forgotten. After seeing mythological and histori- 
cal plays for a long time people have developed a distaste 
for them. As a result interest in social plays was spon- 
taneous. The social plays of Ashwinikumar did not appear 
natural because of the literary dialogues, whenever he has 
tried to give fitting dialogues to the lower class characters, 
it has largely become artificial. Ashwinikumar was out and 
out an intellectual. He had very little contact with the 
common people. But Kalicharan had much experience 
about everyday life. He was mixing with people from all 
walks of life. This experience was again enriched when he 
travelled over many places in Orissa, first, in search of a 
job and latter, with his Rasalila group. As a result his 
dialogues had become natural and lucid. Kalicharan was 
a playwriaht, an actor, a dramatic director, musician, music 
director, dance director and manager of the theatre group 
— all in one. He was also efficient in stage management 
and fixing scenes and make-up. As a successful director 
he gave importance to liveliness in acting, but as a mana- 
ger of the dramatic aroup he was particularly conscious of 
the likes and the dislikes of the average audience. Ashwini- 
kumar lacked experience in these two fields, as a result 
his plays could not appeal to the tastes of contemporary 
audience of forties and fifties and his dialcgues did not 
seem so natural. 

Kalicharan, in the beginning of his dramatic career, 
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organised a Rasalila group and staged Rasas in various 
villages of Orissa. Along with direction and management 
of this group, he had to write different Rasa plays for the 
stage. Out of this necessity — Banabihar, Bansari Bilasa 
(1922), Kautuka Chintamani (1927), Bidyabali (1932), Kishore 
Chandranan Champu (1932), Sri Gita Gobinda (1936), Priti 
Sudhakar (1937), Lakshmi (1935), Manini (1938) — all musi- 
cal operas based on Radhakrishna love are born. These 
rasas differed from the current rasas in Orissa in the variety 
of their subjects and their lucid songs. The stories of all 
rasa plays are confined within Srikrishna'’s childhood 
activity and the assassination of the demon king, Kansa. 
Apart from these Kalicharan had written certain mythologi- 
cal plays like Dhruba (1918), Harischandra (1923); Mrugaya 
(1925), Shakuntala (1925) and one social play titled 
‘Pratishodha’. These plays are full of songs and imitative 
of the Sanskrit model. These can be called in every sense 
better than the plays written in the last two decades of the 
19th century. 


In his artistic life Kalicharan has always welcomed 
novelty. After the performance of these musical operas 
written in the old style he had become interested in 
writing new plays and staging them. As a resuit he hes 
Organised in 1939 a modern dramatic group named Orissa 
Theatres in Cuttack. Some educated youna men have also 
joined this group with interest. Afterwards, Kalicharan 
brought some yong girls, educated them and taught them 
acting. In a bid to write modern plays tor the modern stage 
he has tried to portray contemporary life. ‘Girl School’ is 
written on the loves and betrayals of the modern college- 
educated young men-women. The dramatist had nicely 
presented the success of love-marriage a1:d the transfor- 
mation of personal love into social love and social service. 
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The meetings and the parting of modern youngmen and 
women have been expressed through natural dialogues in a 
story full of conflict and suspense. As a result it achieved 
much popularity. It is surprising for an Oriya play in 1942 
to run for more than a hundred nights with a full house. 
Though its title ‘Girl School‘ was initially criticised by the 
fastidious men of those days, yet gradually it attracted 
spectators of all walks of life. As it presented on stage for 
the first time the love story in a modern society, it is but 
natural for the audience to be attracted by it. But its inhe- 
rent intention was the education of the masses. While pure 
and controlled love helps in constructing a happy family. 
unrully love pollutes and destroys society by misdirecting 
life. The writer intended to express this feeling. ‘Girl 
School' was the first attempt at composition of social plays 
by Kalicharan. After the success of this effort he decided to 
write the next plays on modern social life. 
> 

In his next two plays Kalicharan has raised his voice 
against difference of classes. For the first time he has put 
forth before society the demands of the neglected destitutes. 
In ‘'Bhata' and ‘Raktamati’ the existing states of conflict 
between the landlord ani his tenants and the capitalist 
factory owner and his labourers have respectively been 
portrayed. The famine of 1943 had to a large extent 
shattered common life. There was no end to the miseries of 
the voor famished tenants. What they produced by their 
hard toil in the fields was spent more on the pleasures and 
amusements of the farm owners and the Zamindars than on 
removal of their real wants. The peasants were forced to 
submit before the landlord as tax or the king's share the 
corn produced, for which they suffered hunger or star- 
vation. If they refused paying taxes on account of their 
poverty, they fell victims to the unspeakable tortures of 
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the Zamindars. As a reaction to this, even as a preven- 
tion against this condition, there were mass struggles 
in places against the Zamindars. ‘Bhata’ was conceived 
with an intention to dramatise this problem. Here the 
Zamindar has failed to suppress the revolution of the 
farmers and the daily wagers. At last there is a change 
in his attitude. He has sympathetically accepted the 
demands of these famished people, Itis the change 
of the Zamindar’s heart and his kindness rather than the 
intensity and the effectiveness of the revolt that has been 
emphasized here. Secondly the virulence of the love 
scenes has paled the effects of class struggle. The influen- 
ces of Marxist philosophy can be noticed in the basic 
conception of the play. But Kalicharan could not muster 
enough boldness to let the play stand on this philosophy 
alone So the last act is conceived in accordance with 
the contemporary Gandhian philosophy. According to the 
plot the Zamindar has agrown sympathetic towards the 
misery of his peasants The support of his son, daughter 
and would-be-son-in-law for the revolution and their 
leadershin have also helped soften his heart. The union 
of the Jover and the beloved at the end might have 
deliqhted the audience but it has spoilt the dramatic 
efiect The class conflict in the middle, however, is very 
effective. In ‘'Raktamati'’ the conflict with the capitalist 
has nothing special about it. It is only a prototype of 
any conflict between the rich and the poor. The dramatist 
has presented many problems here, instead of cne. The 
decline of cottage industry with the advancement of 
machines, the exploitation and deception of the money- 
lenders, the oppression of the land owners, lechery in 
the name of social service, yellow journalism, untoucha- 
bility etc., are all dramatized through different scenes. But 
the love problem is more powerful than the other problems. 
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Kalicharan wrote primarily for the entertainment of the 
audience. For that reason many burning social problems 
are presented through the beginning, growth and 
conclusion of an amorous theme. In the play, Raktamati it 
is the Gandhian approach rather than the Marxist which 
is reflected in the picture of class conflict. The struggle 
of the proletariat against the bourgeois has not been fruitful 
till the end. The capitalist has captured the labourers 
through money. The labour leader has escaped when the 
struggle failed. In ‘Bhata’ the farmers are led not by a 
farmer but by the son of the concerned Zamindar. Here, 
in a similar manner the leadership of the labourers is taken 
by the son of a Zamindar. Gandhiji’s movement for removal 
of untouchabitity has b2en effectively portrayed here. The 
Zamindar’s son is unable to marry an untouchable girl 
within this society. So he has to leave the society in the 
long run with his untouchable beloved. The protagonist's 
dream of establishing a government of the farmers, wage- 
earners and the labourers has not materialized still the 
conclusion has touched the hearts of the men who opposed 
this movement. Portraying the exploited as objects of pity, 
the dramatist has made them victors having made the 
Zamindar undergo a change of heart. But later he realized 
that this is only a fond dream. It has very little to do with 
reality. Under no circumstance does the exploiter’s heart 
melt for the exploited. ‘Raktamati’ is conceived upon 
reality. Grouping of well-planned incidents has made the 
play very effective The remarks of the retreating prota- 
gonist over the debris of the revolt is very sad and 
touching. In the play ‘Bekar' indications of solution to the 
unemployment problem through development of agricul- 
ture and cottage industry are given. But it has not been 
dramatically presented through the plot. Its main theme is 
the miserable problems of the non-resident or domiciled 
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Oriyas after the merger of Oriya-speaking regions with 
linguistically different provinces, the construction of a 
province on the basis of language and spread of cottage 
industry and a developed method of cultivation. These are 
all skilfully presented through an amorous story. 


Chumbana, Haranchal, Sandhana, Ahuti, Banamala etc. 
are all only plays based on some diverting social plots. 
These are all love stories presented in different combina- 
tions. The want of any strong problem has made these 
plays weak in effect. In all the social plays of Kalicharan 
love starts in the beginning of the plot, faces obstacles 
during development and at the end the obstacles are 
removed and there is union. Problems are introduced 
during gaps in the narration of the main story. But this 
presence is enfeebled by the influences of an amorous 
plot. It fails to impress the spectator's mind. 


Among the mythological plays the play ‘Chakri' based 
upon the Mahabharatian episode of the fight between 
Arjuna and Babrubahana is a remarkable achievement of 
the playwright. The fast movement of a contflict-rich plot 
and learned poetic dialogues in free verse have offered 
the play its special success. In one period it has been 
staged a number of times in the towns and villages of 
Orissa as the best mythological play ever written. There is 
also enough testimony of the playwright's success in the 
creation of the play Dasabhuja. Chakri is even now consi- 
dered the best mythological play. Abhijan is a successful 
historical play written in the Kanchikaveri tradition. Most 
of its lines express a strong Oriya nationalism. In case of 
the protagonist Purushottam, it is his feelings of love rather 
than valour and devotion which are largely emphasized in 
pleys on Kanchikaveri tradition. While portraying 
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Purushottam as a historical hero, the writer at the sametime 
has given special attention to the deeper feelings of his 
heart and the power of his love. Rakta Mandar is a play 
based on regional history. As it shows much influence of 
the dramatic style of social plays in portrayal of characters, 
creation of an atmosphere and composition of dialogue 
it is unable to generate proper historical sense. Kalicharan 
has conceived his historical and mythological plays within 
the ambit of contemporary society. As a result the romantic 
distance of history and mythology has been removed and 
they become very close to us. We enjoy them as 
we enjoy the social plays. But the characters and 
incidents of the mythological and historical plays should 
always differ from those in our lives. As a result we begin 
moving in a land of imagination in the direction of the 
remote past. This romantic feeling alone separates us from 
the world of dust and mud and gives us the highest 
pleasure. So there is a difference in the pleasure offered 
by historical and mythological plays. In Kalicharan's 
historical plays the spectator feels the want of this romantic 
aspiration for the unknown and unattainable. But one has 
to admit their success in entertaining the audience. The 
most successful of the creations of Kalicharan are his plays 
on certain personalities. Though these plays could not 
achieve the popularity of his social plays yet they are 
Successful from the artistic point of view. The dramatist's 
sincerity in effectively putting forth the important aspects 
in the lives of religions and literary figures with uncommon 
personalities is remarkable. ‘Odiya Pua Jayadeva', 'Atibadi 
Jagannath Das' ‘Sarala Das’ etc., are his remarkable cre- 
ations under this cateqory. The first two plays configurate 
the deep religious faith and the great literary contributions 
for their nation of two important religious poets of Orissa 
Jayadev and Jagannath Das. In the last mentioned play 
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Sarala Das's significant role in safeguarding Oriya language 
from the dominance of the Sanskrit and his construction of 
formidable literary monuments are presented. In all these 
plays we can feel the depth of the playwright's love for 
his nation. 


By writing a large number of plays Kalicharan has not 
only enriched Oriya drama, but also introduced a different 
style altogether by making his plays as much realistic as 
possible. His leadership in the development of the stage 
has immensely helped make the plays stageable. In the 
two historical plays ‘Fata Bhuin' and ‘Juge Juge Utkala' 
there is employment of cinematic techniques. His plays 
are full of music for entertainment of the average audience. 
Though the prevalence of music helped hit a temporary 
target, yet it hampered establishment of the artistic values 
of the plays. His greatest achievement, however, is in the 
creation of various characters and the composition of fitting 
dialogues. And these things appealed mostly to the hearts 
of the average audience. 


It is true that many social plays were written in Orissa 
even before the rise of Kalicharan as a dramatist. But these 
plays failed to create any feeling as such among the 
audience. The audience has rather greater attraction for 
historical and mythological plays. They of course, had 
fascination for social plays, but they could not see any 
difference between these social plays and historical and 
mythological plays. Like the historical plays these social 
plays were also romantic in nature. Even in dialogues the 
social plays are not qualitatively different from the histo- 
rical plays in many cases. In portrayal of characters there 
was little contact with contemporary life. Kalicharan 
realized this need in the social plays and tried to make his 
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characters as much realistic as possible. The audience 
could realize their own lives and society through his plays. 
As a result Kalicharan could easily surpass his prede- 
cessors and contemporary writers. His initial success in 
the composition of social plays and their performance has 
encouraged him to compose more and more of social plays. 
Of course his close connection with the stage and: stage- 
direotion helped him e lot in this field. At one period 
the the popularity of Kalicharan's social plays obscured all 
the social plays of Ashwinikumar. While Ashwinikumar's 
historical plays influenced his sociat plays, Kalicharan's 
historical plays were being: influenced by his social. plays: 
Whatever it.may-: be, his ‘lofty: but natural dialogues and 
presentation ‘of social plots amidst conflict and suspense 
have given Kalicharan recognition as-the introducer of a 
new style in-the field of Oriya social plays. As a dramatist 
Kalicharan made it a vow of his life to keep the stage in 
Orissa alive..So he was forced to incorporate in his plays 
the lighter emotions and: tastes of the average audience, 
He had to add dance, song and humour to lighter love 
scenes :in his plays. As a result the intellectual mass wit- 
nessed ‘a weakness in presentation of the problems. Yet 
they admitted the entertaining quality of his plays, Kali- 
¢charan was a worshipper of novelty. ‘In an adventurous 
manner he put. for the first time female actresses on the 
stage. He.introduced. cover scenes iin order to remove 
difficulties in stage arrangement. His eventful life and long 
experience helped him a lot in the composition and staging 
of his plays. There: was a time when Kalicharan had 
become the most influential personality in Oriya drama. 
This, of course, involved hard efforis and endless sacri- 
fice. For this alone he has remained the orject of our deep 
love and affection. 

Like a divine blessing; the arrival of Ashwinikumar 
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and Kalicharan had created an unprecedented stir of activi- 
ties in Oriya drama. Their ambition of raising Oriya drama 
to a definite height was in fact fulfilled. The success that 
Ashwinikumar achieved in historical and mythological plays 
parallels the success of Kalicharan in social plays. While 
Aswinikumar in his social plays experimented with 
idealistic, sociological and problematic themes Kalicharan 
had concentrated on stage success and entertainment. 
Though both the dramatists were involved with two great 
theatres like the Radhakrishna Theatre of Balanga and the 
Orissa Theatres of Cuttack yet Kalicharan's achievement in 
reformation of the stage is definitely more noteworthy. 
Ashwinikumar was giving importance to literary values of 
plays, but Kalicharan emphasized acceptance by the common 
people. Ashwinikumar has accepted the stage as a medium 
for popular education but Kalicharan viewed it as a medium 
for entertainment. He never wanted to be like Ashwinikumar 
— the spokesman of high idealism. He knew that the 
development of Oriya drama is absolutely dependent upon 
the survival of the stage. They had different points of view 
but it has to be admitted that both have worked hard for 
the development of Oriya drama and had enriched the 
drama as well as the stage. 

Though someother talented dramatists started writing in 
this period, yet they were paled before these two geniuses. 
As a result their success could not be properly assessed. 
From among these dramatists the names of Dhaneswar Das, 
Nikunja Kishore Kanungo, Kaliprasanna Kabi, Lala Nage- 
ndra Kumar Ray, Laxmikanta Mahapatra, Ramachandra 
Mahapatra, Chudamani Nayak, Ramaranjan Mohanty, 
Simadri Pattanaik, Gobinda Ch. Suradeo, etc. are worth 
mention. These dramatists wrote mainly mythological and 
historical Plays. Their contribution for the numerical incre- 
ase of Oriya drama is memorable Dhaneswar Das's 
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‘Kharavela', Nikunja Kishore Kanungo'’s ‘Kapilendra Deba', 
Lala Nagendra Kumar Ray's ‘Kalinga Vijay’, Ramaranjan 
Mohanty's ‘Gonda Bijeta’, Kaliprasanna Kabi's ‘Abhirama 
Simha’, Simadri Pattanaik's ‘Birashri Anangabhima Deva’, 
Chudamani Nayak’s ‘Kalinga Simha’ and Somnath Mishra’s 
‘Bidhaba Bijay'’ — achieved much popularity among the 
plays of those times. These plays impressed the intellec- 
tuals for their literary value, not for their success on the 
stage. The important thing about the playwrights is that 
most of them wrote plays staying miles and miles away 
from Cuttack. They also enlightned the cultural atmosphere 
of the concerned regions through the performance of 
their own plays. Kaliprasanna Kabi could even earn enco- 
miums by staging his plays in such dismembered regions 
of Orissa as Kharasuan and Sadheikala. Bijay Pratap 
Singhdeo (Abhiram Singha) of the Sadheikala royal family, 
Durga Madhav Prasad Singhdeo (Jyotsna Bai) from the 
Madanpur-Rampur royal family of Kalahandi, Krupasindhu 
Pattadeva from the Mahuri royal family of Ganjam, etc 
staged their own plays in their courts. 

The plays of the poets and the writers — Mayadhar 
Mansingh (Buddha, Barabati, Rajkabi Upendra, Nastanida), 
Balakrishna Kar (Chandragupta}, Baikunthanath Pattanaik 


(Mukti Pathe), Harish chandra EBadal (Desara Daka), 
Kalindi Charan Panigrahi (Piya Dassi), Ananta Prasad 
Panda (Tara Bai) — were largely literary in nature. 
They could not be popular as they lacked stage — effective- 
ness. But Harekrishna Mahatab's Shesha Ashru, Yuga 
Sanketa (small plays), etc. achieved excellence for their 
theme, presentation of the problems and dialogues. 

For all these reasons their efforts for a total dramatic 
revolution is memorable. Their contributions for enriching 
the numerical strength and the artistic excellence of the 
plays are yet to be properly recognized. 
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The Course of Problem Plays : 


The successors of Kalicharan were more or less 
influenced by him. But they did not exactly treand on his 
footsteps. They have rather silently protested against Kali- 
charan's provision of entertaining plots. Barring a “ew 
plays, Kalicharan has mostly given pictures of a healthy 
problem — free society. One may feel from his plays that 
love is the most important problem in modern society. 
But his successors have clearly realized the fact that there 
are graver problems than love in society. As a result, in 
opposition to Kalicharan's dramatic model they have {tried 
to present in a completely modern style the picture of 
society and life as being full of problems, 


The playwrights of this period started writing either 
before or immediately after independence. So their plays 
exhibit pictures of Indian and Orissan society immediately 
preceding or following Independence. The new inventions 
of science, advancement of society and wide expansion of 
industries have all brought on their heels many new 
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problems. Social life is gradually becoming more and more 
complex. The stream of life is sicklied and handicapped, 
As a result the writers' vision of life has changed. They 
have concentrated on dramatising these new problems 
from a new angle of vision. While Kalicharan's vision was 
confined within a restricted area, the succeeding dramatists 
enlarged their vision to an Pan-Indian and international 
field. The characters which remained static in Kalibaboo's 
plays have become mobile in the plays of these dramatists. 
They have tried to study closely the western lines of 
thought. So Oriya drama werld has been enriched with 
new forms and new ways of thought, Itis no exaggeration 
to tell that if these adventurous playwrights with their new 
visions had not ariived after Kalicharan, then Oriya drama 
world have become static and immobile, So these play- 
wrights who always opposed the old are worthy of 
commendation. 


The playwrights who arrived with a strong confidence 
in the world of Oriya drama in this period were Rama- 
chandra Mishra, Gopal Chotray, Bhanja Kishore Pattanaik, 
Manoranjan Das and Kamalalochan Mohanty etc. Their 
dramatic talent blossomed because of their attachment to 
the theatres, Annapurna ‘A’ group, 'B’ group and Janata 
theatres. 


Ramachandra Mishra, of course, had presented both 
urban and country life. But he showed more sincerity and 
interest in portrayal of village life. In his plays ‘Mulia’, 
‘Bhai Bhauja’, ‘Ghara Samsara’ and ‘Narottam Das Kahe' etc. 
the conflict between urban and rural life is pisesented, The 
contagion of the evils of an artificial town life to the rural 
areas is ruining society. Day by day the absence of the 
simple life of the rustics is being felt more and more. 
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The plays of this village-loving dramatist show profoundly 
he was hurt by these changes. In fact, the writer is guided 
by the ‘back to village’ philosophy. So he had a natural 
love for the villages. After he stayed for a few days in 
the towns he also had the opportunity to study urban 
life. So his plays portray in a nice manner the men, the 
surroundings, the manners and the ways of thought in 
both the towns and villages 


This playwright has thoroughly followed the ideals of 
Ashwinikumar and Kalicharan as dramatists. He was also 
fully conscious of the successes and the failures of these 
two leading doyens. Influences of Ashwinikumar are 
obvious in the introduction of newer problems in a psy- 
chological manner and conception of the well-wrought 
circle based on strife and conflict and those of Kalicharan 
in the presentation of emotional and love-based stories 
and provision of natural dialogues. ଧା 

‘Mulia’ which was enacted in the Annapurna Theatres 
had a simple youngman who has come to the town for 
higher education is blinded by the gloss of urban life 
and has forgotten his wage-earning elder broter, who 
had ungrudgingly supplied money for his education. He 
is ashamed of his family position. At last he is betrayed 
in the town and returns back to the village. Once again 
the simple and pure love in the villages has attracted 
him and he has realized proper humanity There is also 
a similar picture of the perennial conflict between village 
and rural life in the play, ‘Bhai Bhauja’ (1954). Life in the 
villages is being polluted by some oppressive and exploi- 
tative rich men. Poverty, illiteracy and diseases are among 
the other reasons for the degradation of the villages. For 
removal of all these certain respectable persons have 
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come forward from the towns to reorganise villages. It is 
necessary to mend your own house first before mending 
the world—the play ‘Ghara Samsara’ presents this philo- 
sophy. There are also references to the sad state of 
affairs in the villages and the depravities in the urban 
life. A town girl who has come as a bride to a village 
initially hates its culture but repents after realizing its 
greatness. ‘‘Narattam Das Kahe'' is a proper portrayal of 
the playwright's awareness of modern problems, There 
are three characters here who have come as representa- 
tives of the three classes in society—the corrupt officials, 
the profiteering black marketers and the immoral politi- 
cians. The realities of modern life reveal themselves 
through various conflicting incidents. The speciality of 
this play lies in the expression of the real face of a 
diseased society through sharp satirical dialogues. 


Ramachandra Mishra has gained fame by writing 
many plays which were successful on stage. He is chiefly 
a socially conscious playwright. His vision extends towards 
both instruction and entertainment. Since he has taken to 
composition of plays for reconstruction of society, the 
love scenes he has introduced purely for entertainment 
are extremely contained. 


Bhanja Kishore pattanaik has written unbroken for 
nearly forty years. We must admit that by the sheer number 
of his plays he has overcome all his contemporary 
playwrights. Though he had written a large number of 
plays yet he was not interested in newer experiments. 
All his energies were spent on writing plays full of conflict 
and suspense which have succeeded on stage. As in case 
of Ramachandra, so also in Bhanja Kishore his vision had 
been attracted to family problems. Some of his plays which 
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are centred on social conflicts are extremely effective, 
The play ‘Jahar’ written during the early stage of develop- 
ment of his dramatic career is conceived upon contempo- 
rary political problems. The ‘Quit India’ movement had 
created an unprecedented stir in the minds of every 
Indian. All Indians, irrespective of caste and creed had 
come forward to be baptised with Gandhi's principles of 
Ahimsa. But because of the conspiracy of certain vested 
politicians communal riots had taken place. This had ‘been 
a serious obstacle for national integration. The play aimed 
at creation of communal harmony, a feeling of oneness 
and pure love for the nation in the minds of countrymen. 
while at the same time presenting contemporary political 
situations. The stringing of class struggle with the main 
story has made the play more effective. 


The play ‘Manik Jodi’ is conceived upon the conflict 
between two rich families. Here we have a burning picture 
of how malice, envy and pride of man consumes his huma- 
nity. A man maddened with pride is more dangerous than 
ferocious animals. Family relationships, love, affection and 
the deeper feelings of the heart are all meaningless for 
him. The conflict of pride and heart felt emotions makes 
the play successful. 


The common men in the villages have always prefered 
violence to non-violence. They have always feared and 
respected the man who has been cruel to them and 
oppressed them. And they have humiliated the man who 
has tried to be soft to them and come forward for their 
development, as they fail to realize his greatness, Man do 
not voluntarily come forward for the development of 
society, thay come by force. The public mind, therefore, 
has not yet accepted the Gandhian non-violence in its 
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proper sense. This is the main theme of Bhanja Kishore'’s 
famous play, ‘Ashok Stambha’, 


Bhanja Kishore's success in the composition of historical 
plays is also worth mention. The defeat of Prataprudra 
Deva is a sad chapter in the history of Orissa. As far as 
possible the dramatist has presented this chapter without 
distortion. Prataprudra'’s self-pity and insults on the point 
of his death, the vain and neglected life of his daughter 
Krishna, Prince Birabhadra's suicide for self-respect—all 
these incidents come alive through the dramatic art. There 
is also a gravity in the dialogues which is only proper to 
the situation. 


The signs of change both in subject matter and style 
are clear in the plays of Bhanjakishore. His speciality has 
been to serve social and family conflicts witha modern 
and refined taste. 


Gopal chotray, the other important dramatist, entered 
into the dramatic world as an actor. But in later years he 
grew popular as a playwright. The basic reason for the 
popularity of this playwright is the mingling of modernity 
with tradition. Inspite of the writing of plays in the tradi- 
tional style an interest in newer experiments had involved 
him in writing plays of different kinds. 


After composition of ‘Bharasa’ (1953) Sri Chotray has 
occupied a separate position as a playwright. A craftsman 
has been considering his pride in his craft higher than 
his life and his profession. As a result he has to overcome 
much strife and sorrow, Yet he is not broken. The value of 
art and love is so great for an artist that he has considered 
all love of money insignificant. At least his firmness and 
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sincerity wins. Humane feelings spread in the stony heart 
of the antagonist. The intellectual dialogues of the play, its 
sharp satires, effective presentation of contemporary 
problems and creation of the appropriate atmosphere have 
brought it recognition as a play of high quality. 


The play ‘sankha sindura' presents a moving picture of 
how suspicion between husband and wife can assume 
dangerous proportions and destroy family peace. But this 
is not the main burdern of the play. A girl nurtured in a 
brothel could still keep herself sacred while living «in his 
muddy and sinful atmosphere. She is not responsible for 
her own birth. Like all other girls she has also her craving 
for bridehood and social recognition. A society that never 
hesitates to smear a chaste woman, is naturally unwilling 
to gather the lotus of holy mind that has blossomed in 
this mud. There is lack of proper humanism here. But one 
youngman has come forward, having broken this blind 
social custom to pick up this lotus. The play ‘Sankha Sindura’ 
is created for presenting an ideal theme like this. But the 
artistic side of this play is so strong that inspite of its 
conspicuousness, this social purpose does not reduce the 
dramatic value of this play. The dialogues are full of 
cleaver clips. Proper presentation of conflict and suspense 
has made the play very impressive. 


Having written a political play ‘Para Kalam’ (1954) for 
the first time for professional theatre, Gopal Chotray has 
created an unprecedented commotion in the world of 
Oriya drama. In the aftermath of independence, demo- 
cratic rule was, of course, established in India, but the 
common man could not enjoy its fruit. When the political 
leaders came to rule, they became corrupt. They continued 
to cross all limits of oppression and injustice for realisa- 
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tion of their ignoble interests. As their indulgence grew, 
the plight of common men increased. Knavery and decep- 
tion became the main weapons for winning elections. The 
chief minister in the play gives, in exchange of much 
bribe, to a profiteering black marketer the licence to 
transport of rice outside his own state. The chief minister 
a past master in political horse trading tries to override 
the MLAs by offering them a huge sum of money. But at 
the end of the chief minister's mask of philanthropy is 
opened. The governor dismisses his government. The 
picture of the ugly contemporary politics is nicely drawn 
in this play, It has been recognized as an undimmed 
monument in Oriya drama. Gopal Chotray also created a 
new form in Ardhangini by conceiving three scenes of 
three acts in one set. 


Along with the composition of many original plays, 
Mr, Chotray has also achieved success in dramatizing 
some famous novels. But his main success is in writing 
serial radio plays and musical operas in traditional forms. 
The humorous portrayal of contemporary social problems 
in the serial plays are quite enjoyable, He has gained 
popularity by writing different types of plays in different 
times. 


Gopal Chotray is a talented, socially conscious play- 
wright. Problems ranging from the regional to national 
are all portrayed in his plays. Construction of well 
integrated stories with the help of accidents, and dialogues 
full of clever quips are the secrets of his success. 


In the stage of development of Oriya drama after 
Kalicharan the contributions of these four important 
dramatists, Rama Chandra, Bhanjakishore, Gopal and 
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Manoranjan are significant. While infusing a new life into 
traditional drama, they had also given it the beauty of 
new matter and style. There is no doubt that the advance- 
ment of Oriya drama would have .been seriously handi- 
capped without them. Still Manoranjan was more talented 
than the first mentioned three and was a harbinger or 
novelty. He had taken the lead in the writing of experi- 
mental plays by letting an international awareness into 
modern Oriya drama. 
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Chapter 4 


Conventional Plays : 
Variety and Evolution 


The conventional plays in Oriya are dependent for 
survival upon the professional theatres. From the profe- 
ssional point of view they rely on the tastes of the contem- 
porary public The trend after Kalicharan was in favour of 
rapid chinge. The dramatists of this period wanted to 
present before the Oriya audience plays of novel tastes. 
As a result wide changes were gradually noticed in the 
contents of the plays, their dialogues and styles of presen- 
tation, In this field, alongwith Ramachandra, Gopal and 
Bhanja Kishore there are contributions from many of their 
contemporary and succeeding dramatists. 


Two mythological plays ‘Radhika’ and ‘Naradevata' 
and one legend-based play ‘Sadhaba Jhia'—all by Adwaita 
Chandra Mohanty have gained much popularity. Although 
there was no novelty in their subject matter yet much 
newness is noticed in the style of presentation and 
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engrafting of dialogues. For reasons they achieved wide 
success on the stage. 


Laxmidhar Nayak is another successful dramatist of 
this period. Most of his plays are based on class struggle. 
In his ‘Zamidar', ‘Lal Chabuk', ‘Rakta Pataka' ‘Ladhelt 
Chalichi‘’ ‘Sei Krantira Hata' class struggle has been 
forcefully presented for the first time, For the excitement 
born of conflict, pathetic emotions, and integration in 
plot-construction these plays have gained much popularity. 
As Mr. Nayak is a labour leader, the true picture of class 
struggle as is presented in his plays has not been portrayed 
as effectively in other places. He can be ‘accepted as the 
first suzcessful carrier of progressive thoughts in Oriya 
drama. 


Being influenced by his elder brother, Ashwintkumar, 
Kartic Kumar Ghosh concentrated first ‘on acting then on 
composition of plays. Though his earlier plays could not 
gain inuch success, yet the plays written after 1950 got 
much appreciation, being produced in the professional 
theatres. The writer's uniqueness is reflected in his mytho- 
logical plays ‘Laksha Hira' and social play ‘Emiti bi Hue’. 
His efforts at the composition of mysterical romantic plays 
are laudable. 


Ths plays of Udayanath Mishra are satirical and refor- 
mative. His uniqueness lies in the assemblage of many 
characters for representation of various social pFrcklems, 


‘Koila Company' and ‘Swarge Ganatantra'’ bear proofs of 
of his talent. 


Having written plays after 1950, Kamal Lochan Mohanty 
has achieved much popularity. For forceful expression of 
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contemporary problems contained in them, his plays had 
also created a stir in the professional theatres. His specia- 
lity lies in the composition of dialogues of modern life. 
Representation of certain problems that have raised their 
heads in the towns and villages is seen in his plays, 
‘Kirani’, ‘Dak Bangla’. ‘Matru Mangala Kendra' etc. In 
‘Kirani' the sad picture of the economic plight and the 
mental agitation of a poor clerk is presented. After Inde- 
pendence the Govt has made various plans for the 
development of the villages. In order to give the common 
citizens their democratic rights self rule has been propa- 
gated. But as a result of this the common men, as such, 
have by no means been benefitted. The village touts 
have continued to embezzle all govt. funds in collabora- 
tion with the corrupt govt. officers. The play ‘Dak Bangla' 
is an authentic representation of this problem. In the play 
‘Matru Mangala Kendra' there has been an attempt to 
remove all erroneous notions {n our conservative society 
about the career women. The play dramatizes an ideali- 
stic picture of the fact that these women can be proper 
wives and mothers in their family lives. 


Kamal Lochan was not only a successful dramatist but 
also ths founder and manager of a professional theatre 
‘Ekamra Theatre’. Though Balaram Mishra and Dhaneswar 
Pattanaik are creators of many stage successful plays yet 
they have gained fame and eminence respectively for 
‘Dumba', based on tribal life and ‘'Utha Paeheri’ based on 
Harijan life. While the former is a mighty protest against 
the oppression and the exploitation of the tribals, ‘the 
gecond is a bitter attack on the walls of separation between 
man and man on the basis of caste, Anand Shankar Das 
is a famous traditional dramatist. The dramatic story of 
his play ‘Dharmara Abhishap' is spread over three gene- 
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rations. Because of the introduction of internal conflict 
through the character of a foreign girl the play has become 
captivating and is able to cater to modern taste. Bhubane- 
swar Mohapatra has created many stage —effective plays 
being connected with the Annapurna ‘A' group. Byomakesh 
Tripathy is both an actor and a dramatic director at the 
same time. His plays are quite successful on the stage. 
Almost all his plays are enacted on the stage of the Anna- 
purna ‘A' group. Though Suren Mohanty, Narasimha 
Mohapatra and Himanshu Bhusan Sabat etc have achieved 
success in the composition of radio plays yet they have 
also written a few plays. fit for representation on the 
stage. New techniques are employed in Suren Monhanty's 
Begum Kothi' and Himanshu Sabat's ‘Kshyudhita Prantara'. 


The two conventional dramatists of the present period 
whose names are variously pronounced by the amateur 
groups are Sri Basanta Kumar Mohapatra and Sri Purna 
Chandra Kanungo. Though the two plays of Basanta Moha- 
patra ‘Jhara Baula’ and ‘Sesha Srabana’ have gained popu- 
larity yet there is no touch of modern enquiries into life in 
them. But in his other plays, along with the adoption of new 
themes he has also saddled new forms. The most attractive 
side of his plays is the fine psychological analyses. 
‘Kachaghara' is a significant psychological play of two acts. 
The eternal helplessness of a women is portrayed here in a 
pathetic and touching manner through the strange activities 
of a neurotic woman. While in ‘Surya Snana’ the profound 
internal conflicts between the duty and the love of an 
aristocratic lady is expressed, in ‘Andhakarara Purabi', the 
cursed life of an actress is portrayed. ‘Mukti Masal’ (1969) 
and ‘Pathara Kande' are two plays based on class struggle. 
In ‘Mukti Masal' the reactions of common men against 
religious institutions and in ‘Pathara Kandhe'’ the reactions 
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of the labourer against the factory owner are expressed. 
‘Monalisara Hasa' is a play with a new form written with 
Darjeeling in the background. Newness in content and 
social consciousness are important sides of Basanta 
Monhapatra's plays. 


Purnachandra Kanungo's plays are very much 
popular for their tremendous stage-succesa. Gene) ally they 
are full of emotion The plot is capable of enchanting the 
audience by help of exciting accidents. The extent to which 
man can go down for his selfish {interests==a moving picture 
of it {s reflected in ‘Mun Sattsan Kahuchi' (1871). ‘Mayur 
Simhasana' is a fam~us historical play of the present 
period. For the first time Cinema technique {s employed in 
the two plays, ‘Mahakalara Turyanada’ and ‘Daeba dasi' The 
efforts of the dramatist to make theatre match with cinema 
is worthy of menticn. 


In thts context we should remember tha contributiors 
of Sri Jadunath Das Mohapatra (Surya Mandir, Athabs 
Andhar, Bhuli Huena, Sangram), a conventional dramaiist 
of modern sensibility, 


In the aftermath of 1960 because of the introduction of 
tha abstract style many talented dramest'sts have been 
involved in experimentation and emplcyment of an inter- 
national awareness. As a result the traditional style has to 
some extent been harmed. But plays of this type have still 
walked shoulder to shoulder with experimental plays. 
Even to day production of plays of this category have still 
allured ths audience especially in rural areas and partially 
in urban areas, Yet the style of composition and represen- 
tation of the plays have to some extent undergone changes. 
New complex social problems have been accepted as 
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material for the plays. On the whole the traditional plays 
have also aligned themselves with the changed modern 
taste. 


Although Kalicharan’s plays dealt with certain problems, 
they failed to make any mark in the minds of men after- 
wards as the plot had been too much fanciful. His succeed- 
ina dramatists like Ramachandra, Gopal, Bhanja Kishore, 
Manoranjan and Kamallochan etc. evinced great awareness 
for existing problems But the truthfulness, dialecticism 
and dynamism of those who followed the above dramatists 
have made Oriya drama more lively and more effective. 
The reflection of modern tastes as noticed in the plays of 
to-day has only heen possible due to the playwrights, who 
started writing after Independence. 


The modern dramatic literature has been sufficiently 
enriched both in quality and in quantity. There have been 
extensive changes in the techniques of performance on 
stage. The playwrights have shown greater sincerity in the 
presentation of internal pictures of the mind than the 
external pictures of family and society. Each and every 
activitv of man has been considered from the Psychological 
point of view. Realistic portrayals of both the urban and 
the rural lives are presented. Characters ranging from 
rich Zamindars, businessmen, industrialists, officers, doctors, 
engineers, lecturers and clerks up to poor farmers, wage 
earners, rickshaw pullers, factory labourers, smith, car- 
penters, fishermen and office peons have appeared in 
Oriya plays. Many characters from the lower classes of 
society who had not previously found place as characters 
inthe dramatic world have now been portrayed in the 
plays. Men belonging to different religious groups—FHindus, 
Muslims and Christians and even the Harizans and the 


Digitized by srujanika@ gmail.com 


Conventionnal Plays : Variety and Evolution 91 


Adivasis who had been staying at a remove from society 
have been brought into the plays. They have got the 
opportunity to express themselves with absolute confidence 
before society. 


Social and economic differences are accepted as the 
basic problems in the modern plays. The existing conflict 
between the rich and the poor, the educated and the un- 
educated, the high salaried and the low-salaried job 
holders, the industrialists and the workers, the high castes 
and the low castes and men of different religious groups 
has been portrayed in the plays. The material of modern 
plays extends from problems of love and marriage to 
exploitation, unemployment, torture of women, political 
hypocrisy, misuse of power and self-centredness. Both the 
good and the bad instincts of men like the tears, the frustra- 
tions, violence, envy, greed, meanness, cruelty, sensuality 
etc. along with syinpathy and humanity have been presen- 
ted through different characters and inspiration for consti u- 
cting a lively human society has been offered. 


Though the traditional playwrights were giving much 
emphasis on the spectator's delight, yet they had enough 
awareness for instruction of the people. Like all the other 
genres of Oriya literature the dramatic literature has also 
continued to develop. The contribution of traditional plays 
in this direction are, of course, to be admitted. 
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The Avant-garde Drama 


Conventional plays normally reflects the tastes of 
contemporary audience. As the plays performed on 
professional stages could gain popularity easily, almost 
all dramatists, having an eye on performance in professio- 
nal theatres, have written plays of this type. ‘As years 
rolled by some talented playwrights came to realize the 
fact that this popu’arity was not permanent, In order to 
align themselves with the tastes of the modern age they 
have tried to tell new things in a new style. The intsr- 
national dramatic awareness has gradually spread in their 
minds. Instead of cheap popularity intellectual ideas and 
new techniques have been accepted as the basic principle 
for composition of plays. 


Instead of being restricted to their narrow confine, 
dramatists have become more and more interested in 
floating in the international stream. As a result a new 
cosmopolitanism burgeons out in plot construction and 
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technical innovations. Of course, the intimate connection 
with the usual Oriya life-style could not be established. 
But the endeavour to search for novelty has encouraged 
the dramatists to eschew the traditional style and create 
abstract plays. 


This abstract style is completely different from the 
traditional pattern. The traditional dramatic skills are 
totally absent here. Having noticed this novelty the 
audience dubbed these plays ‘‘absurd'’ in the beginning. 
But gradually it came to be known that most of the 
experimental plays are not absurd at all. Their undramatic 
style befitting the absurd plays had beguiled the drama- 
tists, the lovers of drama and the critics for sometime. 
Of course, some plotless absurd plays were written, 
Nevertheless. most of the plays.are epic plays and some 
existential. Though the existential plays did not have 
Separate styles of their own, yet their stories were comple- 
tely new for our society. In some of these plays emotional 
poetic dialogues are most often added. 


Absurd plays were totally extraneous both in subject 
matter and style. Their presence could not be felt in the 
climate of this country. They emphasized discovery of 
absurd parts of life without attempting to create conflict and 
suspense or to construct plot and portray characters. In 
most of the Oriya plays belonging to this category a 
pessimistic philosophy has been preached as the most 
important aspect. 


The epic plays in Oriya, in fact, are not written in 
imitation of Brecht's epic style. In the earlier plays of 
this category there was not any marked commitment to 
socialistic realism and alienation from dramatic illusion of 
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reality and empathy. Only the techniques of folk drama 
were employed. The tradition of Oriya folk drama is very 
rich. Even to-day it can greatly entertain the audience. 
This is also the proper medium for establishing rapport 
between the spectator and the stage. As the absurd plays 
were not accepted by an audience accustomed to traditio- 
nal plays, some talented playwrights like Manoranjan Das 
accepted the techniques of folk drama as medium for 
expression of dramatic themes containing experiences of 
complex modern life-styles. As a result, it became easier to 
establish rapport between the play and the audience. 


Manoranjan Das is always worthy of commendation as 
the herald of a new awareness in modern Oriya drama. 
Though his traditional plays achieved much success on the 
stage he did not cling to this style for the entire span of his 
career. He has been involved in a search for new styles 
and subject matters. Initially he was attracted towards the 
western psychological and problem plays. The style and 
subject matter of his plays have hence been controlled 
accordingly. In after years he has not been able to avoid 
the influences of the western abstract plays. He has al- 
ways been eager to create a new stir in the dramatic 
world by dealing with new themes in a new style. By 1964 
under his leadership the Oriya dramatic world experienc- 
ed an unprecedented stir through the new dramatic 
movement. Manoranjan, while purveying plays in the 
newer model himself, encouraged other like-minded 
people through the dramatic organisation ‘Srujani’ establi- 
shed in this year. ‘Srujani' performed Manoranjan's ‘Sagar 
Manthan' first and then Biswajit Das's ‘Pratapgadare Di 
Dina’, Although these two plays were of a completely new 
taste for the Oriya audience, yet they were respectively 
weak imitations of J. B. Priestley's ‘An Inspector Calls’ and 
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Gogol's ‘The Government Inspector’. These two, of course, 

had been extremely helpful in breaking the traditional 

pattern by creating a commotion in the dramatic world. Such 
imitations are necessary when a new movement is raising 

its head. In reality, not only Manoranjan's but the works of 
the other dramatists as well have taken a new turn after 

this. 


As original plays the performance of Manoranjan's 
Banahamsi (1968) and ‘Aranya Fasala’ (1969), Ramesh 
Panigrahi’s ‘Mahanataka’ (1972), Bijaya Mishra's ‘Sababahaka 
Mane’ (1968) and Biswajit Das's ,Mrugaya' (1970) enlivened 
the new drama movement. As the performance of the plays 
of Manoranjan, Bijaya Mishra and Biswajit helped change 
the tastes of the audience in Cuttack and Bhubaneswar, 
Ramesh Panigrahi's plays had a similar effect on the audi- 
ence in Berhampur. As the professional theatre houses 
were not suitable for the staging of the experimental plays 
new dramatic organisations like ‘Srujani', 'Samketa' and 
‘Eban Ame' grew up by the efforts of the above-mentioned 
dramatists. The ‘Ganjam Kala Parishad‘ at Berhampur also 
suddes5ly became modern. 


The performance of the new plays created much 
commotion among the inquisitive drama lovers and the 
intellectuals. There was a time when visiting the so-called 
absurd plays and discussing about them had become a 
mark of good taste for the intellectual readers and writers. 
Although the new words and the new techniques were 
initially unintelligible and to some extent funny for the 
sophisticated audience, it could still influence their minds, 
In order to enrich this new drama playwrights like Ratnakar 
Chaini, Kartika Rath, Prasanna Mishra, Jagannath Prasad Das 
and Harihar Mishra etc. came forward. The contributicr.s 
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of these dramatists will be discussed in due course, 


In case of the new drama movement it will not suffice 
to take into consideration the achievements of the above 
mentioned dramatists only. The roles of certain others who 
remained in the background is also admitted In the field 
of Oriya drama the dramatist who worked alone silently 
for creating something new without belonging to any group 
is Mr. Pranabandhu Kar. Mr. Kar has not written a single 
play in the traditional pattern. The chief material of his 
plays had been psychological problems. Although he had 
enough awareness about the contemporary western style 
of drama yet he could not be segragated from the Oriya 
life-style. He has written some beautiful psychological 
plays on modern man and his circumstances. As these were 
completely new in subject-matter and style, they had 
achieved much popularity among the intelligentia. But he 
could not get enough attention from the average spectators 
as he could not‘ come in contact with any dramatic 
group. Some of his smaller plays along with ‘Asanta’ and 
‘Swetapadma’ are memorable steps towards creation of 
an awareness in Oriya drama. 


Much before the new drama movement in Orisra, 
newness in style and theme was served in Manoranjan's 
‘Agami (1951). Based upon class struggle, political hollow- 
ness and Freudian psychological analysis it was a drama 
of three acts with only three scenes. In his ‘Abarodha’ the 
helplessness of the idealistic politician in the immoral 
world of politics is touchingly presented. The moral politi- 
cian is unable to remove the selfish obstacles created all 
around him by the class of exploiters. Still the last part of 
the play gives sufficient indication that the struggle of the 
exploited against the exploiters, will continue. Offering 
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signs of optimism in the midst of man's helplessness, as 
in the two above-mentioned plays, has been Manoranjan's 
speciality. In this context it may be remembered that 
Manoranjan had made a stir in the realm of Oriya drama 
for his historical play based on Oriya Paik Mutiny of (1817) 
‘Buxi Jagabandhu', which gained tremendous success and 
popularity after being staged in the premier theatre 
house, Annapurna Theatre. 


In the play ‘Bana Hansi' (1968) by putting the three 
times in one straight line the dramatist has come forward 
to offer proofs of timelessness. He wants to tell that the 
stream of consciousness that flows kniting the past, the 
present and the future is one and only one. The shape 
of the past is reflected in the present and that of the 
present in future. 


, In ‘Aranya Phasala' (1969) a symbolic form of man's 
endless sexual desires is exhibited. Eternal love is rare 
in the world of to-day. What has stayed in the name of 
love is only uqly sexual bestialitv. The bestiality always 
lies hidden beneath man's shapely apperance. In the play 
‘Amrutasya Putra’ the playwright gives a call against 
traditions. Man's personality does not develop because 
of his loyalty to traditions stand as a bar. New independent 
creations are not possible as long as traditions are not 
destroyed. This thems has been marvellously expressed 
in the scene of stopping of the moving train which is 
taken as a symbol of tradition. 


In order to establish rapport with the audience at one 
point in ‘Amrutasya Putra' the style of folk drama is 
employed for a short while. As the audience appreciated 
it, it was employed in a wider scale in the play ‘Katha 
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Ghoda’. The character ‘Sutradhar’ is the medium of contact 
between the two pains of heroes and heroines. This chara- 
cter enters the stage in intervals, introduces the characters, 
gives indications of their states of mind and activities and 
at the same time comments on the moving incidents. He 
makes spectators understand the theme and the intentions of 
the play. Like the ‘niyati’, ‘mausa’ and ‘sandhi’ characters in 
traditional folk plays this is also a connecting character. As 
the form of old musical operas is employed here the intro- 
duction of such a character is but natural here. Again it 
has been necessary for the entertainment of the audience 
and for the easy understanding of a complex social 
problem. Though it is similar to Brecht's epic style yet the 
use of the technique of folk drama and the mediating 
character is not certainly imitations of Brecht. The 
employment of the style of musical opera has come quite 
naturally to ‘Kathaghoda' The plot of ‘Kathaghoda' is not 
like that of Brecht's plays as it is not taken from incidents 
based upon social conflict. Its theme is psychological. After 
marriage a man's life loses all mobility and becomes static 
like a wooden horse. He does not have the power to fly like 
Pegasus. In conjugal life while in some places the husband 
Ooppresses the wife, ‘at others the wife oppresses the 
husband, This oppression is more mental than physical, 
Excessive care of and feeling for each other also tortures 
man mentally by restricting his freedom. Having suffered 
continuous mental torture they crave for saparation from 
each other for a little freedom. But the wall of tradition is so 
strong that man is unable to break it at will and come out. 
So life becomes disquiet and tortured. The freedom loving 
man lives for ever in chains. 


The main burden of ‘Sabdalipi’ is the annihilation of 
the long established traditional values. Man alone gives 
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significance to words, ‘Papa’ (vice) or ‘Punya' (Virtue) 
which in their turn threaten man. Moral and immoral, sin 
and virtue, deed and misdeed such words frequently 
restrict and constrict man’s power of will. If the meaning 
of these words changes to-day then they will have no 
influence on man. In fact traditional values have become 
meaningless for modern man. Vice and virtue appear same 
to him. The place of conscience is being occupied by hig 
instincts. What had once been considered imisdeeds are 
now thought to be proper. The creators of words have, as 
it were, annihilated words. The play, in fact, is an adven- 
turous presentation in symbolic style. 


In ‘Klanta Prajapati'’ there is a hopeful call for the 
search of light amidst the ennui and helplessness of life 
and for the establishment of the eroded values. ‘Bitarkita 
Aparahna’ is a successful portrayal of the tortured life of 
modern man. 


‘'Nandika Kesari' is an effective epic play by Mano- 
ranjan. In this play the style of a folk drama, Desia Nat 
which are being performed by the tribals, the Harijans and 
the other low-caste people of the tribal infested Koraput 
district, is employed. In order to bring home to common 
men a weighty international problem this popular folk style 
has been considered to be most suitable medium. The 
leaders of the powerful countries to-day are competing 
with each other in piling up weapons only for satisfying 
their vanity. It is not possible to feretell when this thirst for 
war would become the cause for the ultimate destruction 
of the human society. The countries which are externally 
giving calls for nonviolence, disarmament and universal 
brotherhood are prepared to establish their glory by 
destroying each other. In a situation like this, establishment 
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of a peaceful human empire by doing away with war for 
all times to come has indeed turned into a dream. This 
cruel truth has been presented in the play, ‘Nandika Kesari' 
through a famous historical legend of Orissa. 


The modern sense of Jife. international awareness, 
employment of new styles and symbolic dialogues in most 
of Manoranjan’s dramas and one act plays while variously 
influencing the dramatists of later times have also deeply 
encouraged them for establishing a new era. 


Biswajit Das is the creator of many plays and also the 
founder of the dramatic organisation ‘Samketa’. In the initial 
stages of the new drama movement he got involved with 
the dramatic organisatfon ‘Srujani’ having been inspired 
to create something new, yet his desire for the new has 
been confined to the writing and performance of one or 
two thriller plays. Many of his plays are based upon 
modern political, economical and psychological problems, 
but they have not been able to enlist themselves as new 
plays in Oriya. Two of his existentialist plays ‘Mrugaya’ 
and ‘Samrat’, written in imitation of Camus's ‘Caligula’ have 
had sufficient influence over the audience. The formal 
conception and symbolic light arrangement in these pl-ys 
are novel. i 


His most significant original contribution. Mrugaya is a 
story of the shattering of dreams in modern life The mecha- 
nical civilization has struck at the root of all traditional 
values. In the present world love, affection, kindness, fellow- 
feeling and moralities have no value. One has to compete 
with others and survive to-doy, however immoral the means 
might have been. Man has estranged himself from the 
stream of social life, As a result he has lost faith in others, 
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even in himself. A moral teacher after being repeatedly 
cheated by society has come to the conclusion that immo- 
rality is the basis of survival. The labour leader has taken 
refuse under immorality for realizaiion of his selfish 
interests. A highly placed officer has considered love 
meaningless before money. All of them have lost the 
straight path and put steps on a clotted path. As a result 
they have become even more helpless, All have started 
on a hopeless haunting. It has not been possible on 
their parts to reach life proper. For them there is endless 
frustration everywhere from the sky to the sea. 


After Manoranjan the most effective playwright of 
avant garde drama is Bijay Mishra. Although initially he 
was writing traditional plays based on social problems, 
later in pursuance of the taste of his age he has started 
experimenting with various new techniques and themes. 
Tho existential philosophy and the novel conception of 
the stage as reflected in ‘Saba Bahaka Mane’ (1968), his 
first olay in the new style has once been the object of the 
love and the wonder of the audience Man having lost his 
natural liveliness and human values, has turned into a 
corpse. Greed for money has turned him into a beast 
Love, marriage, and emotions of the heart are rendered 
worthless before money. Love is reduced to the state of a 
marketable commodity. Only the possessor of wealth is 
considered fit to win a woman'’s heart. Self-interest has 
separated man from man. The main proposition of the play 
is to show how helpless this estranged man, who has lost 
all contact with the life source, is. 


‘Chandrachori’ is a symbolic play With the develop- 
ment of science man’s life is becoming more and more 
.complex. Man to-day is absolutely without any romantic 
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feeling. The soft, cool beauty of the moon is unable to stir 
his mind now. The moon that once enchanted children, 
poets and lovers is for them only a tree-less planet full of 
hills and holes to-day. Man has travelled far and wide and 
his influence has reached the moon, The romantic moon 
of those days has therefore, been stolen to-day. Man has 
achieved financial well-being but still he is unable to 
purchase emotions of the heart with his money. This is the 
theme of the play The play’s progress around: a rustic 
character is very interesting. Through the surrender of the 
men who are always overwrought for a littte dream before 
the rustic man the playwright has proved how helpless the 
so-called civilized educated and well-off men are. 


The protagonists of ‘Duiti Surva Dagdha Phulaku Nei' 
are a young man and a young woman of an age when 
dreams are but natural. Ina world full of frustration they 
have tried to dream in order to survive. At some momé¢nts 
they have conceived of themselves as to children, at others 
as two oid men and women. They have tried to see them- 
selves through various characters in different social circum- 
stances. But everywhere they have seen the same profound 
frustration and helplessness. In a crvel absurd world they 
have not found anywhere the justification for living. Imagi- 
nation is again returning back to harsh reality, The suffoca- 
tion of the beginning is again at the end. No change in the 
situation has taken place. A true picture of man’s non- 
existence and his estranged helplessness is reflected in 
this plotless absurd play. 


The history of man’s endless dissatisfaction is 
presented in ‘Jadukar’'. Man has wanted to achieve many 
things in life, but in the whirlpool of incidents he has not 
been able to get anything. One who could have become 
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something, has become nothing. As a result he has become 
eternally restless, He wants to surrender before a 
supernatural power who can solve all his problems and 
remove all his restlessness. But at last he becomes even 
more frustrated. He gapples with endless grief. 


'Tata Niranjana’ isa famous play based on existential 
conciousness. The play is conceived upon an individual’s 
reactions against social conditions. The protagonists are 
two Budhist monks and nuns. They have alienated them- 
selves from the strict celibacy of the Buddhist Samgha as 
they have not been able to control human desires in spite 
of their hard penance. The laws of the Samgha have not 
been able to arouse a proper spiritual desire in their 
minds. The desires of a profane life have not been 
removed. So they have revolted against the Samgha. The 
ultimate truth of Buddhism—sorrow ends with the end of 
desires—has been proved meaninaless for them. So they 
have wanted emancipation from the strict routine life of 
the Samgha At last, the Buddha himself has admitted that 
his words are not the ultimate truth. Truth is not eternal. 
But the Buddhist Samgha cannot accept this realization of 
the Buddha. As the unbroken influence of the Samgha 
which has grown with the Buddha as its centre would be 
ruined by this. The Buddha himself has realized—''His 
shadow has become larger than himself''. The pathetic 
scene portraying the utter helplessness and alienated 
feelings of the Buddha's forsaken wife, Gopa and son, Rahul 
as they lie in waiting to see the Buddha—is the most effe- 
ctive part of the play. As an excellent literary play it 
demands uniqueness in the field of Oriya drama. 


‘Jane Raja Thile’ is a satirical presentation of Indian 
politics in the form of Oriya fcik tales. The influences of 
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dialectical materialism are noticeable in the portrait of 
class struggle as reflected in this play which is written in 
the form of an epic drama. All the subjects of a king are 
camel-faced. With an innocent face they always look 
upward. They have never attempted to look downwards 
to see the real condition of their kingdom. They also do 
not have the right to talk. But gradually the human faceds 
have tried to create political consciousness in the minds 
of these exploited, dumb camel-faceds. Having come in 
contact with the human faceds, the camel-faceds have 
grown conscious of their own rights. They have all 
revolted and dethroned the king. Now, instead of the rule 
of the autocrat, the democratic rule of the exploited ought 
to be established. But in reality, the leader of the dumb 
mass has again become a ruler. As with the old king, the 
love of the throne has become irresistible for him. His 
rule is exactly like that of the dethroned king. He has 
again asked his subjects to remain camel-faced, the rulers 
never want to give real democratic rights to the common 
men. Their only goal is to clutch to power. The expre- 
ssion of this truth is indication of the adventurous mind 
of the playwright. 


‘Badshah’ is conceived upon a society of beggers. 
Through the presentation of the real picture of an odious 
society the bloody struggle of the exploited against the 
exploiters has been portrayed with expertise. 


Like Manoranjan, Bijay Mishra has also withdrawn 
from the professional theatre and organised his amateur 
dramatic group. Having written some plays in the new 
model he has produced them in his own group. For success- 
ful experimentation with all types of abstract plays the 
“Ebam Ame” dramatic organisation .of Bhubaneswar with 
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its director of genius, Asim Basu has offered him enough 
opportunity. 


In the initial stages of the new drama movement Ramesh 
Panigrahi appeared as its harbinger in southern Orissa. 
From the beginning without being involved with any of the 
professional theatres, he got involved with the famous 
amateur dramatic organisation ‘The Ganjam Kala Parishad’ 
of Berhampur. Contemporaneous with Manoranjan, at an 
unripe age he had concentrated on composition of abstract 
plays and employment of the style of folk drama in his 
plays. For his originality he has carved a niche for himself 
among the other avant garde Oriya dramatists. 


The basic problem of Mr. Panigrahi's plays are socio- 
logical in nature, while Manoranjan in his neonomian plays 
emphasized analysis of the human mind, Ramesh Panigrahi 
has raised his voice against social inequality and injustice 
and analysed the activities of the people in different strata 
of the society. While satirizing all men at the top levels of 
society who have monopolized all possibilities, he has also 
expressed deep sympathy for the victims of social injustice 
and the neglected. There is not only presentation of 
problems but also attempts at discovery of a solution in 
his plays. 


The protagonist of the play ‘Jane Mahapurushanka 
Janma O Mrutyu Samparkare' is a high-priest of the absurd 
modern world. He is cut off from the natural flow of life. 
He has no contact with the manners and customs of common 
men. From this point of view he can either be called an 
unsocial creature or a great man. The so-called natural 
life-styles of men in this unnatural world appeared absurd 


to him. Having experienced a deep Attraction, for. the 
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impossible and the unattainable, he has, therefore, tried 
to move away from man. Though the activities of this 
great-man appear as absurd from the out side one can still 
realise the delicate reality within it. It is impossible for 
men to live meaningfully in a society that is illegical and 
meaningless. So he has adopted an unnatural life-style. 
Here the dramatist has offered an excellent picture of man's 
loneliness and his non-existence. But this spokesman of 
existentialism has become extremely helpless. This man who 
has earlier lost all faith in traditions has gradually given 
signs of growing confidence on life and God. This is an 
absurd situation. As a result society disapproves all acti- 
vities of this existentialist character. Though he has vowed 
to eschew traditions he has not been able to avoid the 
attractions of blood. The inteqrating vision of the dramatist 
is indicated in attracting this existential character towards 
sosiety. The play has basically adopted absurdity thrcugh 
a plotless plot and a characterless character. A mixture of 
the pessimism of the West with the optimism of the Fast 
has offered the play unique glory as a work of art 


‘Dhrutarastrara Akhi’ isa true portrayal of the conflict 
between tradition and modernity, Modern man does not 
accept traditional values. The old culture cannot keep 
pace with the new. But the old does not have the power to 
resist the new. So they have retreated and allowed the new 
to go past them. Though all modern ways appear improper 
tothem, yet they bear with those pretending not to have 
noticed anything. Because they do not have any other way 
out. The traditional flow of life is scattered and cut of 
to-day. Man has become egocentric, Love, affection, pity=— 
all traditional values are meaningless to him. The improper 
life-style the young have adopted to fit in with the situation 
is considered immoral and unsocial by the old, on many 
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occasions. This life, in fact, is shorn of happiness, disquiet 
with pain and ridden with despair. The more he accepts of 
this life which does not have any sense of value, the more 
lonely he feels. Inspite of this helplessness his desire for 
the tradition remains unbroken. The father figure in 
‘Dhrutarastrara Akhi' is symbolic of the culture that flows 
through ages. The members of his family who have kept 
abreast of the present have kept him in a dingy room at 
the back of the house having considered him absolutely 
helpless. They think that by this they have thrown tradition 
away from them But intermittently tradition peeps through. 
When the slightest awareness for the tradition grows, 
they want to dispose it of. At the end ‘there is a farcical 
game of sticks between the representative of the old 
culture=—the father, and that of the new cuiture—the 
youngest son. It brings in the father's death. The elder son, 
tne daughter-in-law, the daughter and the youngest son 
all stand carrying on their shoulders the corpse of the 
representative of the dead tradition, the father. They want 
to achieve complete freedom from traditional eulture by 
throwing the corpse inthe antechamber. But it has not been 
possible. They will probably stand there in that position 
for ever. They could not be free even after freedom from 
the love or the fear for the tradition, we have in our blood 
A sad helplessness engulfs the happiness of freedom. It is 
a strange situation. The opposition and the harmoney that 
is between attachment to tradition and admission of the 
reality of modern life is a type of absurdity. An easy 
medium for expression of this apparently absurd form of 
modern life is the technique of folk drama. The help of 
this technique is taken on occasions, 


The originality of the playwright is clear in the concen- 
tion of symbolic scenes, monosy}labic poetic dia’cgues and 


Digitized by srujanika@gmail.com 


108 Aspects of Oriya Drama 


conglomeration of dramatic incidents. Though this is an 
avant-garde drama yet it is quite enjoyable both for the 
tntellectual and the average audience. 


Mahanataka (1972) a play containing socio-political 
problems is written in the epic style, which created much 
commotion in the Indian dramatic world in the seventh 
decade of the present century. 


‘'Mahanataka' is representative of the unbeatable death 
or catastrophe. In every age the power mongers have 
come under different disguises and imposed wilful oppre- 
ssion on the common men and rendered them immobile 
and unemployed, stolen away the emotions of their heart 
and their mind’s power to think. Along with power heart- 
Jessness and cruel deception have come. The king and 
the power holders consider themselves human gods and 
they live in the apex of vanity, they consider lives of 
men slighter than dust. But this pride is ultimately reduced 
to dust. The power of the concerted roar of men makes 
the sceptre fall from the hand of the ruler. The tear, the 
breath, the disquiet and dissatisfaction of the common 
man is transformed into a violent revolt and the horror 
of a bloody struggle is created. Man cannot be kept dump 
and immobile for ever. A violent explosion of his dermant 
consciousness through the influences of Mahakal is but 
natural. And this explosion brings in huge changes in 
social and political life. Such a traditional, yet stirring 
incident, in keeping with the taste of the age has been 
presented by the playwright in the form of an fantastic 
story. This is not representative of any definite incident or 
time, but a repetition of history. 


‘Mahanatak' is founded upon an absurd conception. 
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Bajrabahu, the emperor of Hastina has absolutely no 
contact either with his subjects or with the real problems 
of his kingdom. The administration is run by some corrupt 
ministers. The king is not only heartless but mindless also. 
He has profound faith upon the flattery of his ministers. 
Hearing from the advisers and the ministers, he thinks his 
administration runs well. He considers himself a human 
god and hence the virtual Fuhrer of his kingdom. This autc- 
cratic impulse becomes So strong that in a bid to stop the 
torrents of rain he orders to construct a huge roof to cover 
the five hundred thousand Yojanas of the sky and for flood 
control he asks to fill up ail the rivers and ponds in his land 
Certain absurd ideas like amputation of the hands and begs 
of his subjects and change of natural conduct by consi- 
dering days as nights and nights as days and stooping 
production of children have come to Bajrabahu's mind. In a 
periol of extreme financial plight taxes are imposed upon 
the starving subjects for celebration of the golden jubilee 
of His kingdom. They are forced to revel in festivity, But 
whatever is without emotions and opposed to nature is 
bound to create reactions in the minds of all. Even the 
death of nen due to starvation is considered insignificant 
by the king. Apprehending opposition to all exploitation, 
oppression and injustices in the state from the educated 
men all educational institutions in the s'ate have been 
closed for fifteen years. The teachers and the siudents are 
employed in the business of constructing a celestial roof. 
Like this the exp.oiters try to extinguish the light of 
education cruelly in all ages. But it has never ‘been success- 
ful anywhere. The slender ray of light rath=r turns one 
day into an all c-nsuming flame. Ard this is exactly what 
happens in this play. The studen!s agilaiion is at lest 
transformed into a mass revolt. The drums of revolt have 
broken the siumber of the ages. The put of autocracy and 
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despotism is broken by the beatings of their concerted 
power. The king Bajrabahu succumbs to the thunder of the 
crowd and steps down from-the throne. The play ends with 
the announcement of the victory of the exploited. In the 
conception of an episode the playwright has cleverly 
portrayed contemporary social, economic and political 
conditions. 


Epic drama being a carrier of mass education presents 
the modern ense of life through the techniques of traditional 
opera and folk drama. ‘Mahanatak’ is written on the style 
of the traditional Yatras of Orissa. The exaggerated 
manners of characters like kings, ministers, advisers 
queens and maids and the absurd dialogues are in keeping 
with ths style of the yatras To make the audience aware of 
the incidents and the problems the popular folk-ballad 
singing form, Daskathia is used. Its employment as a 
medium of description in the epic style is novel and 
commendable The common men in towns and villages 
who are used to seeing Yatra and Daskathians are not at 
all beguiled by the newness of the play. These elements 
rather create an awareness about the political situation of 
the country and make obvious all social inequalilies. The 
audience is entertained by the satire and the light humour 
of the play. 


In the play ‘Sri Sri Mahalaxmi Puja' the greed of all 
rich aristocratic ladies for the lucre is satrically presented. 
The naked picture of a capitalist society is offered here. In 
our society money alone is the receptacle of power and 
social influence. The social position of a man is determined 
by his bank balance. Humanity and sacrifice for the sake of 
society are totally meaningless here. So people from all 
strata of society starting from priest and political leaders 
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upto literatures all consider pursuit of the mammon the 
only goal of their lives. The satire of the playwright for 
such inhuman, pitiable characters is delightful. 


Ramesh Prasad Panigrahi follows no definite pattern in 
his plays. He has employed himself in the creation of open 
theatre blending all dramatic forms of the modern age. 
Though he is quite conversant with international dramatic 
waves, yet without imitating anyone he has created plays 
in a peculiar sty!e of his own which made use of all the 
cultural wealth of Orissa As a result of this he has been 
able to create a new confidence in the world of modern 
Oriya drama. 


As an avant-garde dramatist, Ratnakar Chaini makes 
his first appearance in the play ‘Punascha Pruthivi'. He had 
written many traditional and psychological plays hefore 
this ‘Punascha Pruthivi', ‘Nachiketa Ubacha' and ‘Athacha 
Ohanakya’ are his famous abstract plays. Although he has 
experimented with absurd and epic styles in many of his 
plays yet they are all full of incidents. 


In ‘Punascha Pruthivi’ a doubt-ridden brcken image 
of contemporary Indian society is presented. The epic 
Mahabharat was created for offering a complete picture of 
the India of the past. Mr, Chaini has used the names of 
Pancha Pandavas, Srikrishna, Kunti and Abhimanyu of the 
Mahabharat to express special affinities of the respective 
dramatis personae with their mythical counterparts, The 
five brothers of the Mahabharat were all law-abiding and 
totally obedient to Yudhisthira. But the contemporary men 
of Punascha Pruthivi are completely egocentric. Although 
they are born as five brothers, yet they are unwilling to 
savrifice their personal tastes before their elder brother. 
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They are each an egocentric individual of this society. 
They contain within themselves both the exploiters and 
the exploited. 


‘Punascha Pruthivi' is a modern Kurukshetra. But there 
is no conflict between two antagonistic forces -the Kauravas 
and the Pandavas—here. The conflict is within the Pandavas 
themselves. It is not an external conflict, it is internal. It is 
conflict at the mental level. The characters do not believe 
in any particular philosophv. As a result, while one of 
them supports fascism two others oppose it and are deter- 
mined to create the new by breaking all traditions. One 
of them also sacrifices his life for this, But this conflict 
between the traditional and the revolutionary mind ulti- 
mately becomes meaningless. 


The Nachiketa of ‘Nachiketa Ubacha’ is a lost character. 
The mythological Nachiketa had gone to the land of the 
dead to bring new message for this world, the message 
of life, But this Nachiketa brings only the message of death 
and endless frustration. This Nachiketa is representative 
of the youngmen who are bowed down with tha sufferings 
of the age, and he runs aimlessly in an indefinite path. 
There is no end to his query. The three main characters 
of the play are overwrought in their ssarch of a financial 
position. Like Sisyphus they are worn out with the ignominy 
and frustration. They only think of revolting against society, 
but they do not have the courage to come out and ravolt. 
The shouts of revolt are confined to the four walls of the 
house. The dissatisfaction of the youth only remains at the 
romantic level. Thay are busy with a search to fulfil the 
wants of food and cloth. But tha cruel steps of society 
trample upon all possibilities of life. Like the oldmen in 
lonesco's ‘‘Chairs'"' they are sick with unfulfilment. Like 
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them some other relatives are also busy with a searching 
for the lost Nachiketa. But Nachiketa is not returning. All 
remain waiting like the characters in ‘Waiting for Godot.’ 


The youngman of today, being a victim of endless 
frustration, is losing all youthful emotions. excitement, 
mobility and fickleness. He is without the very sap of life. 
He is like a corpse. And he is carrying his own corpse 
on his shoulders, 


The play ‘Athacha Chanakya' reflects contemporary 
Indian politics. In a bid to express the modern sense of life 
ina historical background a special technique has been 
applied, Though the characters in the play are historical, 
yet the play is not historical. The story of the fall of the 
Nanda Dynasty and Chandragupta's succession to the 
throne by the distinguished economist, political scientist 
and’ diplomat of ancient India—Chanakya has been taken 
as the background. The chanakya here is not the angry, 
crooked and ugly old man of history. He is a handsome 
lover, a young professor of Takshasila whose persona! love 
is transformed into deep sympathy for the oppressed 
people of Magadha. He has come forward to a strong and 
determined voice against the oppressive Nanda Raja by 
creating self-confidence and consciousness of their rights 
in the hearts of the eternally down-trodden masses Chanakya 
has established Chandragupta in the throne of Magadha 
But Chandragupta has only become an image of the old king. 
Instead of improving the financial condition of his subjects 
he has devoted his time to a life of royal pomp and luxury. 
The long cherished dream of the people of Magadha is 
transformed into a moaning of despair. History has 
frequently repeated itself on the Indian political scensv. 
Attempts are made for the establishment of good rule at tlie 
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fall of a tyrannical ruler. But in all cases the new ruler 
instead of being indifferent to power has become attached 
to it. As a result the state of the society as such has not 
been changed. So conscious citizens like Chanakya have 
again come forward in search of a new rule. But there is no 
end to this search. 


‘Athacha Chanakya' isa bold reflection of the Indian 
political scene of the last decade. Having created an aware- 
ness in the minds of the audience, special light is thrown 
upon the short sightedness of Indian politics and degrada- 
tion of rural agricultural economy. In order to integrate 
contemporary political and social conditions with history 
the dramatist has introduced a journalist as a link character. 
H2 readg out brief news items from the news paper which 
have similarity with stories of the past. This is repetation of 
history. An effective theme, intellectual dialogues and- a 
new form has made the play an excellent piece of art. ~ 


Jagannath Das’s ‘Suryasta Purbaru’ (1976) is a profound 
tragedy of the agony of living in a loveless in human world 
with many of life's dissatisfactions, wants and amnihilated 
dreams. Before the sunset of life, in the twilight period 
comes a profound sense of despair, agony of unfulfilled 
desires, ineffective anger and contempt of one’s own self. 
In this period man wants to clutch at the last few rays of 
the sun. But this attempt is sunk in total) failure. 


The tragic soul of the modern age is expressed through 
the form and content of an absurd play. It is a special 
achievement of the dramatist that he had found a modern 
prototype of a shakespearean tragedy. After introducing 
himself in the epic manner on his entry to the stage, the 
protagonist expresses the basic theme of the play. It is 
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virtually the exposition of the play. ‘Suryasta Purbaru’ is 
the history of an unending dissatisfaction. Man dreams of 
achieving a lot in his life. But his dream is gradually lost 
in harsh reality. What is common for others, is uncommon 
for one who has experienced it. This is the basic reason 
for the agony of life, 


The despair born of unfulfilled desires has really made 
a bedlam of this world. The fired, defeated, demoralised 
soldiers in the battle of life are to-day imprisoned in this 
mad-house. A prisoner, of course, has dreams, but they 
are hard to realise. Who is responsible for these felters? 
Man himself or his fate? 


The protagonist is an aristocrat, Class I officer having 
a house of his own, a car, a serving wife and bank balance 
But for a small fault—a fault over which he had no control— 
he ig leading an agonised life. It is the fault of withdrawing 
from the dream of being an artist ard accepting a service. 
One cannot live simply as an artist A service is necessary 
for social security. Circumstances force one to step down 
from the romantic world to the world of reality. Man's 
humanity is lost. But this labour is purely for earning a 
livelinood. There is no love or attachment to work here. 
As a result of this man is alienated from his work. The 
shape of this alienation can be found in Marxist philosophy. 
What is more pathetic than working under an inferior wit, 
obeying his orders and sacrificing own echievements for 
augmenting his glory? The play begins with an agonising 
memory of the protagonist and ends with his dream of 
revenge. Each scene only expresses his ineffective anger 
and helplessness. 


The play ends in the protagonist's mental death. 
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Though he does not court death like a tragic protago- 
nist, yet he faces death-in-life. His total helplessness is 
expressed in the scene where he sleeps with tiredness 
after admitting his crime before he answers any of the 
questions. It is as if the protagonist is an outsider in this 
materialistic society. He does not have the language to 
answer the society, nor has he power to protest against 
it. So the only way out is mental death, Such a misera- 
ble mental death is certainly much more effective than 
any tragedy. The absurd play which can fittingly present 
modern life as being dinped in endless frustration, is, in 
fact, a tragedy of the modern age. 


A socio-political story fusing the traditional and the 
abstract styles of drama is presented in ‘Saba Sesha Loka' 
(1977). The protagonist of the play is symbolic of the 
hypocritical leadership of the current century. The society 
of to-day is without proper leadership. Some so-called 
important persons have been cheating the common people 
by changing their faces according to the situations. Wanting 
to fight against the establishment the conscious men 
actually fall into its snares. As a result having lost all 
their powers of protest they turn into the last men. The 
man at the bottom has always been fighting against the 
man at the too. But in the whirl pool of circumstances 
the man at the bottom has not been able to come to the 
level of leadership. Once again he leaves leadership in the 
hands of the man at the top. The awareness created in his 
mind is being lost in a misdirected current. 


The character ‘Babuji'’ is created for reflecting the 
social deceptions of the bourgeois. Babuji is first of all a 
possessor of social, economic and cultural power. He is 
an established man at the social level, his position made 
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strong by the power of money. In the economic front he 
can control the national economy as an industrialist. He is 
the archpriest of modern cultural revolution as the 
proprietor of a dramatic organisation. And his money is 
the only secret behind his growing prominence in all 
these fields. He has noticed that the common men are 
revolting against the establishment So he is all eget to 
acquire political power, lest his leadership should be lost. 


In fact, the political leadership is in the hands of the 
capitalists to-day. It is easy on their parts to become leaders 
by aligning themselves with a mass slogan and defrauding 
the general mass. Those who are established as leaders in 
different places of society have, in fact, no respect for the 
tastes and the ambitions of the commonmen. The blind 
masses beguilded by their glip words lose their indivi- 
duality and drift with the multitude. In the following 
dialogue. The natural expression of Babuji'’s bourgeois 
mind is remarkable, ‘Men do not have any taste of their 
own, I determine their tastes. There is notbing like popular 
opinion. Whatever I write in the papers is virtually the 
popular opinion. The headlines in my papers are slogans 
of tomorrow for the masses. In whatever direction I extend 
my hand, the popular opinion drifts in that direction’. 


Money can easily purchase the freedom in the society. 
From household servants upto the intellectuals, professors 
and dramatists, every one has been subdued by the power 
of money. Everyone is dependent upon the capitalist's 
productions. Directly or indirectly all thoughts of all classes 
of men are controlled by money. So the middle class 
always dreams of revolt. Yet they do not have the courage, 
the determination and the sacrifice necessary to revolt 
against this establishment, Only the eternally exploited 
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men in the lower rungs of the social ladder have the power 
and the mind for revolt as they do not have any ambition. 
In all situations their conditions remain unchanged. So it is 
easier for them to dream of emancipation. They do not 
want to surrender for ever their individuality at someone's 
feet. They are a part of the masses, their ‘future and their 
security are with the multitudes. The common men alone 
are fit to start a social revolt. But the men in the saddle of 
social control are not prepared to leave itso easily in the 
hands of common men. Those who are fighting against the 
traditional social conditions as soldiers are in the need of 
a leader. To accept their leadership the capitalist hero of 
the play has changed his dress and come forward in full 
armour Accepting his leadership the middle class and he 
lower class have started following him, But only two men 
at the bottom happen to be his servants cannot accept him. 
They sit tight. There is pity and contempt in their faces 
for the men who have gone. 


In plot construction, character portrayal, arrangement 
dialogues the play smacks of modern taste. It presents a 
social reality in tune with the awareness of the age. 
Symbolism has been used for creation of absurdity in the 
midst of reality. The portrait of the society of the helpless 
multitudes through illusion and reality is very effective. 


Jagannath Prasad Das is basically a poet, So his plays 
quite naturally reflect a poetic spirit. Though his plays are 
small in number, yet he is acknowledged a forceful drama- 
tist of this time. 


‘Ratrira Duiti Dena’ (1974) by the poet Harihar Mishra, 
is a novel play from the point of view of expression and 
presentation. It shows different realisations of divine 
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existence by two contradictory characters—a young man and 
a young woman. Though the play is externally divided into 
fourteen scenes, yet it is plotless. Here attempts have been 
made at portrayal of character through dialogues and sym- 
bols only. The basic theme of the plav is the euriousity of 
the young mind and its eagerness for freedom. The young- 
man's search for love is expressed in a different manner 
here. Three youngmen are attracted towards one young 
woman. But the free mind of the young woman stands in 
the way of being tied by the felters of marriage, A spiri- 
tual desire for offering a noble feeling of man like love to 
God is strengthend in the heart of the heroine. She has 
felt that God is onlv a groaning of man. He is an untra- 
ceable, helpless and inefficient individual. Having failed 
to give man fulfilment in life, he is hiding from every 
one like one who has killed his wife. He has to be kept 
alive by an offering of sympathy, profound kindness and 
all the feelings of one's heart. By offering her heart to a 
dying God who is crawling in a dark corner of a world 
that lacks in sympathy, the heroine has realized the glory 
of love, How insignificant is the love of an egocentric man 
before this love? If one can realize a spiritual love like 
this, then this illusory night will fly of its own on its two 
wings. Including this many other of Harihar's plays havea 
touch of surrealism. 


Though Prasanna Kumar Mishra has achieved renown 
as a poet, his achievement in experimentation with new 
plays is widely acknowledged. ‘Hulsthul Pruthivi’ is 
conceived with six puppets and a puppeteer as characters, 
The puppets are imprisoned for ever by the puppeteer. 
They have to obey his directions without question; to suffer 
his tortures without protest. They do not have the power 
to protest as they are mere puppets. And yet they can feel 
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sadness and happiness, react mentally, dream and imagine; 
only they do not have the opportunity to express them. 
They are eternally worn out with the agony of subservi- 
ence. They mutter incoherently against the puppeter’s 
control, wilful oppression, but their .muther cannot be 
shaped into language. The pliqht of the imprisoned modern 
man can be felt through symbols in this play. 


At a time when no play in Oriya: had been conceived 
with surrealism, Prasanna Kumar Mishra'’s ‘Subarna 
Basudha' is a new step in this direction. Surrealism is 
necessary for expression of life’s profound mysteries. 
Harsh realism, again, cannot touch man’s finest conscious- 
ness the way surrealism can. Only for that reason the conceits 
of the myths stir us. 'Subarna Basudha’ is conceived upon 
a scientific conceit. For man his future is as much a 
reality as his present and his past. So it is not unnatural 
to resord to surrealism on man’s science controlled 
future. After man’s concmest of space, dreams of a new 
world have appeared before him. ‘Subarna Basudha'’ 
expresses that dream with much stir and commotion. 


Kartik Chandra Rath is known as a successful creator 
both in the absurd and the epic style. Though he Mas 
written a large number of plays yet he has followed a 
different style for each play. 


His ‘Samudrara Ranga Yantrana’' (1977) is basically an | 
absurd play, but it has been largely influenced by Marxist 
and Brechtian philosophy. The sea is accepted here as 
a symbol of traditional social conditions. The youth of to- 
day wants to set fire to the sea and turn it into green corn- 
fields. Annihilation of traditions is as much impossible 
here as destruction of the sea. 
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But the growth of the new is not possible without the 
destruction of the past. Only the youngmen have the 
potency to make the impossible possible. The youngmen 
are symbolic of a revolutionary power. They have hope, ima- 
gination, power and courage. They can become Srikrushna, 
Kubera, Rabana, Biswamitra and Parsuram or Russell, 
Vivekananda, Martin Luther, Lenin and Hitler. Those who 
have so many possibilities, are but becoming victims of 
social injustice. Having memorized lines like parrots, and 
attended interviews after interviews purposelessly the 
youngmen face decadence. Their fire-like power is 
bocoming weak while crossing a tiring path. The modern 
youngman has neither any definite aim nor any faith. He has 
to survive in the midst of a disquieting surrounding. In a 
situation like this quite naturally he becomes a revolution- 
ary. In the words of the playwright—This is not a revolt of 
the slave against his master, the poor against the rich nor 
that of the proletariat against the bourgeois. It is a meta- 
physical revolt. This revolt is against the existence, the 
conditions and the atmosphere for man's survival, against 
an old world which continues to wear a mask of repetition, 
and even against the creator and the creation. 


The epic style and the technique of the third theatre is 
imitated in the play. The character ‘I’ appears frequently 
and describes the tortured situation of the present. The 
other actors are frequently changing their roles according 
to necessity. One actor is able to act many parts. The stage 
with one scene is conceived at different times as Bus-stand, 
school, interview office, and the road, Arrangement of 
scenes or of the stage is not being necessary for this. It is 
influenced by the stage conception of the traditional Yatras 
of Orissa. One important quality of this play is its novel 
skill for stirring the spectator's imagination thrcuch 
dialogues and acting. 
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‘Iswara Jane Jubak' (1979) is a burning expression of the 
collected anger of the aimless unexployed youth against 
society. The youth have held social and family conditions 
responsible for their own plight. The exploiters reign 
supreme at all levels of society. When the youth has 
realized that he is born to be ground in the grinding stone 
of society, at that time he has come forward for constructing 
a healthful rich world by totally rejecting all traditions. The 
youth of to-day is, in fact, the creator, the God of this new 
world. 


In different acts of the play, ‘Bahniman’ the exploitation 
of the exploiters and the protest of the exploited have been 
presented in different shapes. The king and the Jamindar 
represent the exploiters in the first and the seconel 
chapters respectively. In the third and the fourth chapters 
the capitalist and the mechanic respectively represent the 
exploiters. These chapters are connected by the prologue 
in the beginning and the epilogue at the end. The evolu- 
tion of class struggle through ages has been presented in 
this plav in a historical process. The kings and Jamindars 
of those times are enforcing their sovereignty over men as 
the capitalist and the industrialist of to-day. They are 
reluctant to give man his right as a man. So the collected 
power of protest has now come forward to extirpate 
monarchy The democratic value of the people has been 
established. The voice of a similar awareness is heard 
in Subodh Pattanaik’s ‘Yethu Ante’, Rati Misra's ‘Dugdha 
Jata’ and Prafulla Rath's ‘Saharare Ajagar'. 


Oriya drama has undergone much qualitative improve- 
ment between 1960 and 1980. On the one hand, while the 
creation of traditional plays have continued unabated, on 
the other the avant-garde drama has spread far and wide. 
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In the traditional plays along with presentation of some 
contemporary problems, there has been attempts at exhi- 
biting excellence and novelty in stage-craft and the style 
of presentation. The experimental plays have come forward 
to accept complete novelty both in form and matter, The 
forms and matters that had been beyond the conception 
of traditional plays, started to create stirs in the minds of 
men through these plays. Of course the novelty of these 
plays shocked the audience initially And the critics of 
drama also opined that imitations of the styles and matters 
of foreign plays could not attract the minds of men in this 
country. But gradually these plays could impress not only 
the intellectuals but the commons also. Because every 
spectator of to-day is interested in exploration of novelty 
from the plays. 


A close observation would reveal that in any new 
dramatic movement changes take place only in the forms 
of the blays, but the soul remains unimpaired. Drama has 
to accept these changes with the change of time. Changes 
of plays also help changing the tastes of the audience. The 
new drama movement in Orissa has developed keepirg 
pace with that of other advanced states under the influence 
of rapid changes in the international dramatic world, It is 
a qood sign that the intellectual world of Orissa, instead of 
separating itself from the international stream, has in fact 
jumped into iit. As a result the imaginative world of the 
Oriya dramatist instead of being constricted has actually 
widened, spread, This extention has to-day created oppo- 
rtunities for many types of experimentation in Oriya 
drama. Though the original experiments created wonder 
once, they are paled to-day. New experiments have 
raised their heads to fill up the gaps. 


Three different dramatic styles are noticed in the 
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field of Oriya drama in the aftermath of 1960. As per 
example (i) the absurd style (ii) the epic style and (iii) the 
mixed or open style. From the attempts of expressing the 
inner mind of man through new forms, Oriya drama was faced 
with wide-spread changes. For the novelty of its style 
and the incongruity of the stories with the general stream 
of life, this was known by the name of absurd drama by the 
contemporary drama lovers, But in reality these were not 
absurd. By contact with international awareness and forms, 
Manoranjan Das for the first time created a stir in the Oriya 
intellectual world by writing some new plays. After the 
performance of non-conventional plays in 1964 by the 
dramatic organisation ‘Srujani’ under his leadership other 
dramatists, especially the younger ones grew interested 
in writing dramas in the newer form. An unprecedented 
taste for composition and production of new plays develop- 
ed throughout Orissa. For that reason in the composition 
of the new plays the influences of Manoranjan, whether 
direet or indirect, is noticeable. But though Manoranjan had 
given signs of absurdity in most of his plays, in reality he 
has not written any absurd play. Except ‘Nandika Kesar!’ 
he even does not have any other play purely in the epic 
pattern. But for the first time he has attempted to discover 
the real face of modern man in a style that was a confluence 
of the absurd and the epic style Of course some prominent 
playwrights have written absurd plays by mingling existen- 
tial ideas like helplessness, loneliness and aloofness with, 
an absurd mind. As the pessimistic philosophy of the 
absurd plays and their undramatic atmosphere was not 
able to captivate the audience, these plays were lost in 
the oblivion after the initial commotion, But the epic 
drama, with its folk elements, alienation effect and attitude 
of sociolistic realism. could spread optimism in the ago- 
nised mind of man. So immediately it took the place of 
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absurd drama. After widescale experimentation in these 
two styles, the playwrights of to-day are mainly imitating 
the techniques of total theatre or the third theatre, Kunja 
Ray, Pramod Tripathy, Rati Misra, Bijay Satpathy, Purna 
Chandra Mallik, Ramchandra Behera, Niladri Bhusan 
Harichandan, Prasanna Kumar Das etc. are all successful 
representatives of this new stream of experimentation. 


Though the Oriya audience had welcomed modern 
taste, yet they had a great attackment to traditions as Orissa 
is very rich from the point of view of folk drama. Even to- 
day many of the folk drama gratify the dramatic thirst of the 
common people in towns and villages. In the open-style- 
plays ideas of humanism, socialistic realism, surrealism. 
absurdity, existentialism and alienation can be successfully 
presented with the help of the styles of folk drama. Attempts 
can be made for establishment of rapport with the audience 
through naw forms. 


The huge swell in Oriya drama from 1960 to 1975 was 
largely intellectual. At a time drama was almost at a remove 
from different human problems whether social, economic 
or political. All the importance was laid upon the mental 
condition of man in the modern world. The playwrights 
were interested in expressing the absurd self of man in 
different styles. It has almost become an intellectual 
competition But while the dramatists were advancirg 
towards the finer stages of the dramatic consciousness 
the common people were moving away from drama and 
the stage as the new style of drama was almost unintel:i- 
gible and shorn of entertainment. To add to this the specta- 
tor was unable to see the shape of his society in these 
plays. 

The spectator's dislike of plays gradually charged the 
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minds of the playwrights. Once again the playwrights 
decided to return back to society and traditions. But this 
return was totally new and born of the intellect. Gradually 
the playwright felt much awareness for social commitment. 
The changed form of the plays proved the fact that the 
playwright has a significant role to play in social changes. 
Out of a social responsibility significant changes took 
place in the form and content of the plays. 


If plays are accepted simply as weapons for social 
chanqes., then there is fear of their being totally propa- 
gandist. The dramas should also be media (for the 
snectator’'s entertainment. Keeping an eye on all these 
things a mixed form of Brechtian epic plays raised its 
head. In the conception of the forms of these plays the 
help of the enriched tradition of Oriya folk dramas was 
taken. Social actions and reactions, oppositions and contradi- 
ctions, class conflicts etc. grew up as chief material for 
the plays. In spite of the importance laid on entertainment 
and instruction attempts were made to keep the artistic 
quality of the plays unimpaired. . 


The influence of the folk dramas with a social aware- 
ness written in the present time is utmost, These plays 
have achieved much popularity as they could create a 
stir in the society and also establish a rapport with the 
audience at the same time. Experimentations and applica 
tions for making plays intellectual and attracting audience 
at the same time have still continued unabated. 
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Chapter 6 


The Technical Model of 
Oriya Plays : 


Signs of change with changing times are conspicuous 
in Oriya drama, which had its birth in the second half of the 
nineteenth century. In the early stage, some of the Oriya 
plays followed the Sanskrit model), some other the Shakes- 
pearean and still others that of the folk-drama. Some of the 
plays were written in a style that combined all these three 
models. This combination has infact helped esteb'ishing 
a distinct artistic form for Oriya drama. The plays that 
were created out of the opposition and the assimilation of 
tradition and modernity were chiefly romantic. 


In keeping with the popular taste, that was yet loyal 
to religions tradition, many of the plays written in the 
early stage were mythological. These subsisted on idea- 
listic sacrifice, love and valour of the divine characters 
The contribution of these plays in the building up of 
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society and character along with stimulating love for reli- 
gion and right thinking in the minds of men has to be 
admitted. In the second stage a large number of histori- 
cal plays were written. 1t seems as if most of the leading 
playwrights concentrated on historical plays. The steady 
flow of these plays continued till the end of 1940. The 
playwrights aimed at creating selfconfidence, valour and 
enterprise in the minds of the inert, selfforgetful Oriyas, 
who were long under foreign rule. These plays narrated 
stories of their past glory. Secondiy, as the past history 
of Orissa was quite rich in such themes they did not have 
to go beyond the limits of Orissa in search of historical 
plots. Again, there was always a stronger possibility for 
inspiring Oriyas by narrating the victorious stories of 
their own heroes. So these dramatists have been more 
interested in collecting material from the history ef Orissa. 


The plays of these two categories had acted asvufine 
medium for entertaining the common people. The colour- 
ful pictures of the remote past through mythological and 
historical plots were capable of creating an unprecedented 
romantic atmosphere. These plays greatly contributed to 
the gratification of the romantic thirst of the audience. As 
with the mythological and historical plays there was plenty 
of imagination in the social plays. Although the social 
plays extensively mirrored contemporary society, yet they 
were more romantic than realistic. But in the conception. 
of the romantic plays there was more of the finer influences 
of the folk dramas of Orissa than those of the western 
plays. 


In the aftermath of 1940 problematic plays became a 
feature of Oriya drama. Problems like the inequality of 
classes, social injustice, poverty, exploitation, political 
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hypocrisy, unemployment, communalism and corruptions 
etc. were depicted in the plays. In respect of form too, 
these plays showed considerable novelty. The plots are 
brief and well-constructed. In order to make the problems 
effective no subsidiary interests are added to the main 
plot. Emphasis is laid upon creation of the dramatic 
atmosphere and the building up of conflict and suspense. 
In the case of dialogue much attention is paid to sharp- 
ness, satire and verbal wit. In order to make the plays 
as much realistic as possible unnecessary characters, 
songs and cheap humour have been rejected. 


After 1960 another modernist style appeared in oppo- 
sition to the traditional style. Instead of becoming more 
realistic the plays have become more and more abstract. 
We notice intrusions of western ideas in these anti-plays. 
First of all under the influence of the absurdist and exi- 
stentialist ideas the form and the content of the oriya plays 
underwent complete change. The unfriended helplessness 
of man, his alienation, non-existence, and unending frustra- 
tions have been expressed in a new style of presentation. 
In case of Oriya drama, these plays have been, as a whole, 
called absurd plays. The new type of anti-plays initially 
surprised the audience. But as the western ideas were 
alien the social life of Orissa, they have not been able to 
touch the depth of minds. Again a man wading through 
grief and frustration comes to see plays in search of 
pleasure. If he sees pictures of the same frustration and 
ignominy portrayed in these plays it is but natural that he 
will be disinterested in such plays. The pessimism of the 
absurd plays failed to appeal to the spectators in Orissa as 
they were inured to seeing optimistic plays, The new style 
of symbolic presentation and the extremely brief disjointed 
dialogues could not attract them. Of course, the 
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existentialist plays having preserved their distinctiveness 
have become more poetic and hence even more effective. 


As many new problems originate in contemporary 
society, the playwrights also tend to return to the problems. 
Drama has been accepted as a weapon for social change. 
The social realism as presented in the plays of today is 
different from the social realism in the conventional plays, 
Ways for the solution of problems have been indicated 
symbolically through these plays. Like the content, the 
style of presentation of the new plays has undergone a 
total change. 


The Brecht‘an epic style has been accepted as a proper 
medium for establishing complete ranport with the 
audience. The tradition of folk drama in Orissa is more 
enriched than that of other Indian states. Even to-day 
various rural theatrical forms are still current in different 
parts of Crissa. In order to capture the minds of the 
tradition conscious Oriyas, the style of folk drama is 
aligned to that of epic drama. The spectators to-day have 
been able to come in contact with a new social consgious- 
ness within the form of folk drama. Drama to-day is 
accepted as a medium for both popular instruction and 
popular entertainment. The playwrights have been 
successful in bringing plays nearer to the audience through 
this new style. 


Now an open style theatre (a theatre of synthesis or 
mixed techniques) has been created in the Oriya dramatic 
world in imitation of the Total Theatre and the Third 
Theatre movements All the dramatic forms of the East 
and the West are assimilated in these plays. It is a fusion 
not only of old and new dramatic models, but of, dance, 
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music and physical sculpture also. It can interest both the 
general and the intellectual audience. Though it has 
sufficient ingredient for popular instruction and entertain- 
ment, yet its artistic quality does not suffer even though 
great attention is paid to this aspect. 


The avant-garde or modernist Oriya drama of to-day 
is enriched with an assimilation of elements both traditional 
and the modern. The addition of the forms of various 
Oriya folk dramas even to this combination marks it off as 
different from similar deve’opments in other parts of 
India. 
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